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I^jTRODUCTORY  UBSEHyATIONS. 


In  Modern  Music  five  different  Characters  are  occasionally  applied  to  each^etter  of  the 
Gamut,by  which  its  precise  deg-ree  of  gravity  or  aeutenefs  in  the  Harmonic  System  is  marked. 


On  the  PiaAo  Forte  the  above  Characters  are  exprefsed  on  the  following"  plan. 
The  fcj  (Natural)  is  always  represented  by  a  white  Key.  - 
Tl'ie  ^  (sharp)  is  represented  by  the  next  Key  to  the  t{  ascending*, 
xiie  I?:  (Flat)  is  represented  by  the  next  Key  to  the  tj.  descending. 

The  X  (Extreme  or  double  Sharp)  is  represented  by  the  next  Key  to  the  jllf,  ascendthg% 
-The  l?b (Extreme  or  double  Flat)  is  represented  t)y  the  next  Key  to  the  b  descending". 

The  twelve  Keys  in  the  Octave  of  the  Piano  Forte  are  made  sufficient  to  exprefs  the 
feven  Letters  of  the  Gamut  in  their  five  different  Characters,  on  the  plan  exhibited  in  the 
following  Table,  in  which  each  Column  shews  the  different  Notes  represented  by  one  Key. 


tj: 


-©- 


rrrr 


3ZE 


SIX 


It  must  be  observed-that  these  sounds  which  in  a  practical  view  appear  to  be  one  and  the 
same, are  distinct;  and  unconnecte<^  in  tfee  Harmonic  System^as  will  hereafter  be  proved » 


■  \^This  and  other  schemes  iiseft^in  the  following  -piRe*  are  ftpl  intended  as  Diagrams   exhibiting  a  mathematicTal 
proportion  of  sounds  (as  it  is  well  knott  n  that  Kevcd  .Inftruttients  on  4he  present  Construction,  are  incapable  of 
~  exprefsing  founds  oii  ftich  principle)  btit  as  Illiiftrations  best  faited  to  the  nature   of  the  Inftrxfment,  as  iVell  as  ^ 
■  that  of.  the  prefent  work.  '  -  ,  —  i         _         ..  .  -  '     ,  , 

-G.A.1.  '      '         ■■•102  '  ■    '      "        ^  '  '-^'^ 
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Essay  I 


On  the  TONE  and  SEMITONE 


The  smallest  degree  of  sound  the  Piano  Forte  exprefses  is  a  Semitone, which  is  reprefented 
by  moving  from  one  fcey  to  that  immediately  following'. 


EXAMPLE  of  SEMITONES  ascending 


i 


SEMITONES  are  of  two  Natures,  MAJOR,  and  MINOR . 

A  Semitone  is  said  to  he  Minor^  when  without  changing  its  situation  on  the  stave,  it 
is  made  to  rise  or  fall  one  degree  on  the  Instrument, by  means  of  a  new  Character  being; 
prefixed  to  it.  . 


Semitone  Minor       Semitone  Minor 


Example 


rising-  one  degree       falling-  one  degree 


J    A  Semitone  is  said  to  be  Major,  when  in  rising  or  falling  a  degree  on  the  Instrument, 
it  changes  its  situation  on  the  stave.  ^  - 


Semitone  Major  Semitone  Major 


Example 


.\LL1  

1      o  d 

r..n  ;r^r~r=rrtrr  
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EXERCISES  ON  MAJOR  SEMITONES 

I    '  III  ' ,  — . 

Represent  tlie.  Semitone  to  the  Note  g'iven  hy  writing-  one  Note  in  each  Bar  agfreeable 
to  the  following  rule.       -  ^ 

RXJliE,  ascend  one  deg-ree  on  the  Instrument,  and  exprefs  such  note  one  Letter 
higher  on  the  stave, in  the  manner  exemplified  in  the  first  three  Bars. 

LESSON    1.  Semitones  ascending' 

B       c       F       G       C  D 


i 


XX 


33: 


— 

 — 



~*"LESSON    2.     In  which  double  Characters  (x  are  used 

to  exprefs  the  Semitone  Rule  as  before 


SEE 


i 


ICCT 


fen: 


LESSON    3.  Semitones  descending" 

-  RULE.  Descend  one  degree  on  the  Instrument,  and  exprefs  such  note  one  Letter 
lower  on  the  stave  in  the  manner  exemplified  in  the  first  three  Bars. 


i 


C       B     I  E      D       B  A 


33 


331 
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4^ 


331 


-0- 


3ZE 


i 


o: 


i 


233: 


LESSON    4',  In  which  double  Characters  are  used  to  exprefs 
the  Semitone.  Rule  as  before. 


#33: 


5^ 


13: 


i 


-1- 


A  1. 


It  is  lecommended  to  the  Student  to  write  the  folloviiig  flxerclfes  at  the  Instrirtnent. 

If  the  Ixei-^isrs  in  -which  double  Characters  are  introduced  are  found  to  perplex  the  Student  th€>y 
-may  for  thf  present  be,j;passed  hy. 

109  '  . 
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EXERCISES  ON  TONES. 


The  next  degree  .  of  sound  ,to  a  Semiton  e  is  a  Tone. 
Ai  Tone  is  a  distance  comp^osed  of  two  Semitones. 


Example 


/  Somitono  V  Somitoi" — ^ 


Lesson  I. 

Tones  ascending* 

Represent  one  Tone  from  the  note  g-iven  agreeable  to  the  following-  rule 

RULE,  Ascend  two  degrees  (or  Semitones)  on  the  Instrument,and  exprefs  -such 
note  one  Letter  higher  on  the  Stave,  in  the  manner  exemplified  in  the  .first  three 
Bars. 


B 


3 


Tone 


31 


I*",  degree/VS  degree/ 


— — 

#o  ■ 

L©  — 

— — — -h 

— - 

bo   1 

bo 

'bo    '  ' 

^  

^  ,    -    -br»-'     ..II-   - 

(J.A.l. 


Lesson  2. 

In  which  double  Characters  are  used  to  exprefs  the  Tone,  the  Rule  as  before. 


\^  — 



 — .  

xo   —  —  — 

H  = 

^^XiJ  :  

^ — — 

Ut^—  

■Wrt3  "t-  —  

Lesson  3. 

Tones  descending" 

RULE.  Descend  two  deg-reeS'  on  the  Instrument  and  exprefs  such  not^one  Letter 
^   lower  on  the  Stave,  in  the  manner  exemplified  in  the  first  three  Bars.  *' 


G  B         B        A       A   G 


— o--^ 
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-&  

L-^  — 
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-t^  — 

4^  

tfo  .- 

o  ^ — ' 

-^O  



^iro  1 

 II- — 

F  ' —  

bo  V 

•  '  .  ,  Lesson  4.  , 

In  which  double  Characters  are  used  to  exprefs  the  Tone,  the  Rule  as  before.  ^ 

-    ■  •  '  '  ' 

^  ^      '  END  OF  riRST^ESSAY.  ■  . 
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Essay  11; 


,  This  Essa^  treats  on  the  manner  of  ascending-  or  descending  by  a  certpn  order  of  Tones 
and  Semitones  (called  the  DialOnic  Order)  from  the  g-iven(or  Key)  note  to  its  Octave^  by 
which  Order  all  the  Sharps  or  Flats  peculiar  to  such  Key  note  are  determined. 

The  notes  contained  within  the  Octave  constitute  (what  is  called) the  Scalc  of  such  Octave, 
which  Scale  takes  its  name  from  the  Key  note,  with  which  it  beg-ins  and  ends. 

The  S dales  are  of  two  sorts  Major,  and  Minor,  so  denominated  from  the  nature  of 
their  . thirds  when  the  third  note  of  the  Scale  Is  two  Tones  distant  from  the  ICey  note,  the 

Scale  is  said  to  be  Major. 


Example  c  Kej  Major  Scale 


3\    Composed  of 
two  Tones 


Key  note 


When  the  third  note  of  the  Scale  is  one  Tone  and  one  Semitoiie  distant  from  the  Key 
note,  the  Scale  is  said  to  be  Minor. 


Example  c  Kej  Minor  Scale 


3^.^  Composed  of 
/one  Tone  and  one  Semitone' 


33: 


Key  note 


-9-r- 


G  A  1. 
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EXERCISES  ON  THE  MAJOR  SCALES. 


WRITE  the  seven  asceiiding-  notes  of  each  Seal e^ using-  such  Sharps  or  Flats  as  -will  be 
found  tb  -arise  by  attending  to  the  Rule  g-iven  on  the  next  Pag-e. 

Place 'each  note  on  the  perpendicular  Line  drawn  down  the  Page-Exprefs  the  Semitone 
vby  a  small  black  note.  - 

The  figures  placed  over  certain  parts  of  the  Stave  shew  the  order  of  the  Sharps. 

'^Key  Notes^  ■■  -    ^  ^  ^  _    .   ^ 


go  


B 


i 


Cm  %J 

o 


5/3  E 

o 

H 


G 


V 


4 


Tone     y\Semitone  /  \Tone 
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RXJIjE.  for  discovering-  the  Flats  or  Sharps  beibnging-  to  any  Key  in  a  MAJOR  SCALE. 

AS  CE?JD  "from  the  given  (or  Key)  iiote  in  the  fol  lowing  order,  Two  Tones  and9ne  Semitone 
Three  Tones  and  one  Semitone.  j^reeaHe  to  the  Example  g-iven  in  the  upper  and  lower  Lines 
•of  these  Pages,  the -notes  must  proceed  in  Alphabetical  order.  ' 


The  figures  shew  the  place  and  order  of  the  Flats. 
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EXERCISES  ON  THE  MINOR  SCAI.ES. 


as 


WRITE  the  seven  Descending*  Notes  of  each  Scale,  using-  such  Sharps  or  Flats 
the  Rule  gpiven  on  the  next  Pag^e  requires.  < 

Place  each  Note  on  the  perpendicular  Line  drawn  down  the  Page.     Express  the  Semitone 
by  a  small  note. 


KEY  NOTES 


or  ttEZ^ZtSjS 

/tonics 


o 


O 


V 


g  ''Ml 


S5l 


I 


e: 


3S 


i 


Tone  Tone     ^  ^Semitone 


Tone 


To 


ne 


t}r= 


:0- 


Semitone 


2k: 


Tont 


*/ KEYNOTE 
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KEYNOTE 


The  ascending  order  of  these  Scales  requiring  some  elucidation  connected  with  Harmonic 
Principles,  . cannot  conveniently  be  introduced,till  such  Principles  have  been  suitably  defined. 


RULE.  fo;f  placing- the  Flats  or  Sharps  of  the  MINOR  SCALES. 


DESCEND  from  the  Key  note  (or  Tonic)  in  the  folJo\^ing-  order.  Two  Tones  and  one.  Semitone^; 
Two  Tonies  and  one-  Semitoney one  Tone.  Reversing-  the  Alphabetical  order. 


KEY  NOTES 
/    or  A 
TONICS 


O 

< 
u 
1/1 


<  pi 
\  o 


H 


m 


-O-Tone     ^   Tone      j^etn'ron^^  Tone  Tone emit one"^-^ Tone 


-0- 


.  G-. 


bE  j^ki 


I?  A 


i 


Tone 


Tone 


Semitotie  i  Tone 


KEYNOTE 


IB: 


Tone 


Semitone 


2^^  K^Y^NOI  I 


1^ 

The  outward  circle  represents  the  major  scales 

The  inward  circle  represents  their  relative  minor  scales 


An 

HARMONIC  CIRCLE, 
exhibiting-  the 
Common  Chord  of  every  Note, 
with  a  MAJOR  and  MINOR 
THIRD. 


Further  Observations  on  the  originProperties  and 

Powers  of  the  foreg'oing'  Major  and  Minor  Scales. 


These  Systems  being-  only  simple  deductions  from  natural  principles  of  resonance  having" 
their  Origin  in  one  Principal  Sound  or  Generator, that  of  the  Tonic,  into  which  they  may  cleai-ly 
be  resolved  ^  as  wiU  be  proved  in  a  future  part  of  this  work)  cannot  but  furnish  a  succession  of 
sounds, of  the  most  natural  and  agreeable  order.  Each  Octave  contains  within  it  all  the  materials 
for  producing  those  striking  and  varied  effects  which  are  peculiar  to  the  powers  of  Harmony,  and 
in  a  judicious  management  of  these  materials,  rests  the  whole  science  of  Mlisic.   If  you  exceed 
the  limits  of  one  Octave,you  enter  on  another  of  the  same  order,  and  so  on  to  a  third, or  fourth, 
each  being  only  replicates,  one  of  the  other,  x^^^^     As  soon  as  you  alter  the  prescribed  order  , 
of  the  Scale  by  the  introduction  of  any  foreign  sound,you  remove  out  of  such  Scale, 

or  Key, to  some  other,  of  which  the  new  sound  forms  a  constituent  partyherein  lajs  the^art  of 

that  branch  of  Music  called  Modulation. 


EXAMPL 


,   The  first  three  notes  of  this  Example  are  in  C.  Scale  Major  Mode,but  as  soon  as  the 
bB  is  introduced  the  Scale  changes  to  F,  of  which  Scale  bfi  is  a  constituent  part,  and  this 
Scale  continues  till  t|B  restores  the  original  Scale  of  C.  The  difference  between  the  Major 
and  Minor  Scales  consists  in  the  varied  disposition  of  their  ToneS  and  Semitones, but 
the  striking  Characteristic  of  each  is  formed  by  the  peculiar  nature  of  their  Thirds. 
Pieces  of  Music  composed  in  the  Major  Mode,  in  general  address  the  Ear  in  a  Masculine 
Majestic  or  Sprightly  strain,those  of  the  Minor  Mode  speak  a  language  Effeminate,Plaintive 
pr  Pathetic.  Eveiy  Major  Scale  has  a  correspondent  Minor  Scale  bearing  the  same  charac- 
ters, a  comparative  view  of  which  is  exhibited  on  Plate  12 .  By  the  interchange  of  the  Mjljor  and 
Minor  Third  is  produced  another  System  of  sounds  called  Chromatic  proceeding  in  the  . 

,Mi^34Maj3^Mh^3'^^laj34Min34Maj34Maj3^ 


Order  6f  ScmitOUCS. 


Ex: 


i 


.  Every  Octave  is  composed  of  twelve  Semitones,  each  of  which  may  be  selected  by  the 
Composer  for  the  Kcy  of  his  Piece,and  each  of  these  Keys  may  be  regulated  by  the  order  of 

the  Major  or  Minor  Mode. 


bo  k 


bo  \\o       ko    '-.^  It'. 

The  Order  in  which  the  Sharps  and  Flats  are  produced  in  these  Scales  deserves  no- 
tice, by  carrying  the  Eye  up  the  last  perpendicular  line  but  one  (or  seventh  note)  of  the  Major 
Scales  on  Plate  8,  the  progression  of  the  Sharps  beginning  on        in  G  Scale  and  ending 
on  B#  in  C|  Scale  is  seen, in  which  order  such  of  them  as  belong  to  the  Key  of  a  CompO: 

Ex: 


sit  ion  are  placed  at  the  beginning  of  the  piece 


by  carrying  the  Eye  down 


the  perpendicular  line  running  through  the  fourth  note  of  the  Major  Scales  on  Plate  9.  . 
the  progression  of  Flats  beginning  on  bfi  in  F  Scale  and  ending  on  bF  in  bc  Scale  is 
seen, in  which  order  such  of  them  as  relate  to  the  Key  of  a  Composition  are  likewise  placed 


at  the  beginning  of  the  piece, 


E 


X: 


EXPX.ANATIONaiidiise  of  the  CIRCULAR  DIAGRAMS 
on  Plate  12  andl5. 


1^ 


These  Schemes  are  g-iven  to  enable  the  Stadeht  tp  determine  the  Key  and  Mode  in  which 
any  Piece  is  composed,  and  are  to  he  used  in  the  following-  way.  First  observe  the  number  and 
situation  of  the  Sharps  or  FlatS  placed  at  the  beg- inning  of  the  CompOSition,then  look  for 
the  same  in  the  outward  Circle  of  Major  ScaleS,  obfej-ving- the  Letter  placed  over  them; next 
look  for  the  same  Sharps  or  FlatS  in  the  inward  circle  of  Minor  ScaleS,reg:arding- in^like 


manner  the  Letter  connected  with  them;  for  Example,  fupposing- the  Composition  to  have: 
the  Major  Circle  you  find  A  affixed  to  them,  and  in  the  inward  or  IVJinor  Circle  tlV'this 

proves  the  Composition  to  be  either  in  the  Key  of  A,Major  Mode,or  feMinor  Mode, 

butwhich  of  these  Modes  is  to  be  determined  by  the  Harmonic  Circle  in  the  following  manner. 

METHOD  of  determining  the  Mdde  by  the  HARMONIC  CIRCLE. 

In  this  Circle  consisting  of  twenty  one  Letters,  each  Letter  is  exhibited  combined  with  its 
Maj  or  and  Minor  Third  and  Fifth,  the  principal  Letter  and  its  fifth,being  considered  as  ; 
fixed  founds,are  represented  by  two  Semibrieves  in  ftrong  Characters,  the  fifth  placed  imme- 
_4iately  over  the  Principal,thus'^  q    thp  third  being*  a  variable  found  of  two  natu:res,  M^ajor 
^d  Minor,  the  Major  is  represented  by  a  Semibrieve  in  a  faint  Character,on  the  right  side, 
ikd  the  Minor  by  a  small  black  note  on  the  left  thus^^ 


for  the  purpose  of  determine 

_ing  the  Mode,w'e  must  bring  the  two  Letters  before  spoken"^  A,8cil^to  this  Circle,examine 
the  notes  combined  with  each  of  them,  and  compare  such  notes  with  those  employied  at  the  be- 
-ginning  of  the  Composition.  > 


Example 


Supposing  the  notes  of  the  Composition  to  be  those  given  in  Example  l.we  there  dis_ 
^cover  the  notes  employed  to  be  A. tC&E.  with  which  we  are  to  Compare  these  notes taketi  from 

i 


the  Harmonic  Circle 


which  comparison  proves  the 


F  A 

Composition  to  be  in  A  Key,  Major  Mode.  The  same  of  Ex:  2.  which  contains 
the  same  notes  disposed  in  a  different  order.  Again,  fupposing  the  notes  of  the  Composition 
to  be  those  given  in  EX:  «5.  we  there  discover  ^F,  A.&l^C.with  which  we  are  to  compare  the 
above  mentioned,  notes  of  the  Harmonic  Circle,  we  thereby  discover  thatthey  agrree  with 
If,  its  Minor         A,  and  its        Sc,  whereby  the  Composition  is  proved  to  be  in  the  Key 
of  ilF  Minor^Mode.  In.the  same  manner  the  Key  ank  Mode  of  any  other  Reg-ular 
Composition  maybe  discovered.  ;/ 


103 
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Essay  III. 

On  Harmony 

Having-  in  the  foreg-oing-  pages  exhibited  the  Diatonic  arrangement  of  the  feven  notes  of  the 
Major  and  Minor  Scales  in  a  way  of  Melody,  or  fuccefsion  of  single  sounds, we  shall  next 
proceed  to  shew  the  principles  on  which  thefe  soirads  are  comhined  so  as  to  form  Harmony, 

In  entering  on  this  Subject, we  shall  take  occasion  to  elucidate  the  firft  principles  of  refonance^ 
or^  Phenomenon  of  natural  Harmony  before  fpoken  of,as  on  this  Basis  is  eftablished  the  whole 
fyftem  of  that  Theory,  which  we  have  to  off?r. 

MufiC,  like  all  other  humanjirts  has  advanced  prog-refsively  to  its  prefent  degree  of  improvement, 
fome  facts  were  at  fir£_difcovered  by  accident,  others  were  the  refult  of  reflection  and  inveftigatioh;^ 
these  b,eing  united  a!nd  properly  difpofed  of.conftituted  a  body  of  Science,  which  while  it  diffuses 
jthat  light  with  which  the  labors  of  paft  ages  have  illumined  it,  invites  fuccefsive  ones  to  g-ive  addi- 
tidnial  luftre  to  its  beams, either  by  irradiating  it  with  further  new  and  important  discoveries^or  de_ 
-velloping  it  of  that  obfcurity  which  has  hitherto  pervaded  the  writing-s  of  the  moft  ing-enious 
Theorists, 

The  Principles  of  Resonance  niuftrated, 

Sound,  is  that  fenfation  which  is  produced  on  the  auditive  nerve  by  the  vibrations  of  fon or ous 
^bodies,  and  of  which  the  air  is  the  vehicle:        The  firing  of  a  musical  InftTOmentbeingfcaufed 
vto  vibrate,  in  ftriking:  the  air  communicates  similar  vibrations  to  that  element, which  altemately 
conclenses  and  relaxes,  just  in  the  fame  time  as  the  vibrating  ftring  departs  and  returns  in  per- 
forming its  vibrations:  the  air  again  communicates  the  same  vibrations  to  the  Ear,  and  the  "ear 
transmits  them  to  the  mind. 

There  are  evidently  three  respects  in  which  founds  admit  of  variation;  from  Iweet  to  harsh,from 
weak  to  ftrong,  and  from  g-rave  to  acute;  The  firft  of  these  properties  depends  on  the  peculiar 
quality  of  the  Inftrument  by  which  the  found  is  produced,  the  fecond  on  the  force  of  its  vibra- 
tions, and  the  third  on  the  deg-ree  of  velocity  with  which  fuch  vibrations  are  emitted;  Butbefides 
these,  which  are  manifeft  qualities,  there  is  one  more  important  property  peculiar  to  fonorouS  , 
bodies,  which  tho*  in  fome  degree  of  an  occult  nature  is  fufficiently  perceptible  by  an  expe_: 
rienced  ear,  to  be  acknowledged  among  Musicians  as  exhibiting  , a  phenomenon  which  Nature 
directs  us  to  receive  as  the  Basis  of  all  the  laws  admitted  into  the  fyftem  of  HarmOny.  ^ 


^This  is  I  v  ident  from  the  tremor    which  foiindiiij;  bodies  when  caiifed  to  vibrate   communitteto  dlftJiit  on.  s. 


By  causing-  the  String-  of  a  musical  Instrument  to  sound, we  not  only  hear  the  efsential  tone  of 
fuch  ftring",  hut  certain  accefsary  founds  accompanying-  it, and  these  in  a  diftinct  and  reg-ular  fuc_ 
cefsion;the  firft  found  it  gfeherates  is  that  of  its  Octave,  the  next  that  of  the  Octave  to  its  6  .or  12. 
'  O^  laftly  the  douhle,  Octave  to  its  Major        or  17*^ 

The  order  of  the  notes  g-enerated  hy  the  principal  found 

I7.th  . 


1 


foiitul  loweft  dt  nomination 

These  notes  form  what  we  call  the  Harmoilics  to  the  principal  found,which  when  reduced  to 
their  loweft  denomination  ftand  in  the  relation  of  a  •  to  luch  found,    in  which  relation 

we  shall  in  gfeneral  mention  them  in  the  fucceeding-  part  of  this  E  ssaj". 

.These  Harmonics  always  accompany  every  principal  found,hut  the  sharper  fuch  found,the  lefs 
sensible  are  our  Ears  of  the  Hannonic  S.  the  loweft  ftrings  of  the  Violin  or  Violincello  are 
allowed  to  be  the  moft  favorable  for  this  experiment. 

Taking-  this  Experiment  for  our  Basis, we  shall  proceed  to  shew  certain  facts  immediately  depend 
-ant  th^Teon;  and  others  deduced  from  them  equally  certain, tho''  more  remote^ 

The  firft  principle  then,  interwoven  in  this  Experiment,  is  that  which  proves  the  relative  connexion 
of  founds, ftanding  in  a  greater  or  lefs  deg-ree  of  affinity,  according-  to  the  order  in  which  they  are 
g-enerated  by  the  orig-inall  found.  Supposing-  -Q-^  5    tf)  be  the  orig-ihal .  foundthe  firft  found g-ene. 


-rated  by  it  in  the  way  of  resonance  is3^zirr  its  octave;  and  this  octave;  is  the  firft  and  ^lofeft  connex 


ion  that  fubfifts  between  founds,  It  is  the  firft  found  that  our  Org-ans  are  imprefsed  with,and  led  tp 
the  imitation  of;  It  is  the  fame  as  its  Generator  in  every  refpect  but  that  of  acutenefs,which property 
it  pofsefses  in  an  exact  double  degree,  as  can  be  provedby  g-eometrical  demonftratiomSo  absolutely 
does  nature  demand  this  exact  proportion  ta  fubfift  in  the  Harmony  of  the  Octave,  that  whereas 
'in-  all  other  HarmonyS  the  Ear  will  endure  fome^yariation  from  that  deg-ree  of  gravity  or  acute. 
nefs  necefsary  to  its  perfection, the  leaft  alteration  in  this  is  intolerable;  It  admits  of  no  other 
consideration  either  in  itself  or  its  connexions,  but  that  of  a  representative  of  its  principal  or 
Generator. 


-  "'"Ah  8^*^  is   a  diftance  compoffd  of  ^  Tones  and  . 2  Semitones       •  ,  4 

-  'h\  «S is  a  diftance  compofed  of  3  Tones  and  1  Semitone  ' 

■  '       -    \      .  ■  ■ 

•  \>Mi,ere  it  necefsary  to  tirge  any  thing  further  in  favor  of  admitting  this  as  a  radical  principal, we  might  do  it  on 
the  grotrnd  of  universal  experience,  which  proves  the  peculiar  aptitude  our  organs  have  for  relishing  this'  order  o-f 
founds, which  organs  cotrimxinicate  a  greater  or  lefs  degree  of  pleafure  to  our  minds, in  proportion' as  the  Ttarmo'ny 
which  affects  them  is  more  Of  lefs  connected,  on  the  principle   herein  propofed:    These  effects  we   al-is  botind  tt^':  _ 
afcribe  totheunfpeakable  goodnefs  of  thte  <5^reat  Creator  of  nature,  who  has  so  regulated  all  his  works  both  for  the 
■  corpore^il  and  intellectual  enjoyment  of  man  that  everv  object  of  fenfe  is  endowed  with  qualities  p'eculiarly  fuite4 
to*^he  gratifj'ing.  of  it^  and  of  properties,  which  the  mind.miiv  receive  equal  pleafure  in  investigating. 


The  next  found  g-enerated  by  the  primative  is  that  of  its  12^?or  5^!^  The  ji'J^iiFfers  materiit 


from  the  Octave^  chiefly  with  respect  to  the  variety  of  its^^  Harmonics  from  those  of  the  orig-inal 
as  oiit  applying-  to  this  found  the  principles  of  resonance, it  yields  two  founds  not  fottnd  in  the 

former  Harmony       :         o         D  &  b.  /  ^ 


Now  as  we  are  taught  by  the  natural  principles  of  resonance^  that  the        forms  the  neareft 
relation  to  that  of  the  octave,  it  is  evident  that  every  principal  found  muft  have  two  others  im- 
mediately connected  with  it  in  that  relation, the  one  Which  forms  a  ,$\^to  it,  and  that  to  which  - 
the  fame  principal  found  forms  a  5\'^or'  in  other  words,  that  found  which  it  g*enerates,  and  that 


by  which  it  would  be  g-enerated  on  the  fame  principles  Ex:         o — p^incipa~  '^^^  consideration 


rincipa 
oimo 


therefore  naturally  leads  our  enquiry  to  the  produce  of  the  note  which  note  on  having- 

the  principlesof  resonance  applied  to  it, yields  besides  its  octave  or  reprefentative,  C  and  A 


Ex; '  ^         Having  proceeded  thus  far,  before  we  take  notice  of  the  "17^^  or  3*.*  MajoT, 

(the  laft  Harmony^  generated  by  the  principal)  we  will  remark  the  refult  of  the  foreg-oing-  in- 
veftigation,for  which  purpose  we  will  bring  forward  into  one  point  of  view,  the  three  principal 
founds  before  mentioned, with  their  HarmOllicS,  thus    ^  On  examining- these 

Original 


Sound 


HarmonySjWe  shall  find  contained  in  them  the  feven  notes  of  C  Scale,  besides  replicates  of 
the  Principal  Sound  or  Toilic  and  its       Nature  dictating  thereby,  the  fuperiority  of  thefe  two 
founds  over  the  reft,  Thefe  founds  being  arranged  in  DiatOnic  Order  produce  aliiccefsion 
, of  Melody  the  moft  natural  and  agreeablcjwhichfuccefsion  is  called  the  Major  Scale. 


*  *  *  *  *~  From  hence^^we  prove  that  Melody  is  the  offspring-  of  HamiOiiyand 
not  Harmonj  of  Melody. 

The  laft  thing  we  have  to  account  for  in  this  Essa^on  the  principles  laid  downjs  the  Orig-in 
of  the  Minor  ScaleS,which  we  shall  now  attempt  to  prove  in  a  way  of  analog-y  with  those  of  the 
Major,  The  latter  were  proved  to  fpring  from  the  natural  principles  of  resonance  in  a  way,  of 


.qorinectiori  with  the       These  will  have  for  their  Basis  that  of  the  al'^th^laft  found  g-eneratedby 
the  principal  note,' and  as  this  found  is  more  diftant  from  its  Generator  than  the        fo  is  this 
IMode  which  is  eftablished  thereonylefs  natural,  and  ag-reeahle  in  its  effect. 

To  elucidate  this  part  of  our  luhject,we  muft  ag-airi  recur  to  the  natural  Phenomenon  of  reson- 
ance first  spoken' ofJ^^^^^  as  it  was  before  obferved  with  refpei^l;  to  the  .^^J*  that  if  the  principal 

•  -  .  .  ■ 

or  primative'  found  generated  this  ^^''and  thereby  pointed  out  the  natural  connexipn  fubfifting  be_ 
-tween  founds  forming  fuch  Interval,  that  a  fimilar  connexion  mxiftlidilifitbetween  fuch  principal  found 
and  that  note  by  which  it  would  be  8-enerated:if  fuoh  note  were  caused  to  found:  Ex:  W  o  now 
by  pursuing  a  similar  method  with  respect  to  the  3^'*8t.$^^that  is   ^  S  shall  obtain  the  ;de- 


sired  end.  This  E  and  G  having  C  for  "their  common  g-enerator  to  which  they  ftand  originally  re. 
lated  as  a  IS^'^and  I7*^are  thus  brought  in  connexion, but  it  is  evident  that  independent  of  the 
^original  found  or  common  generator  C,  that  no  connexion  can  fubfift  between  them  on  the 
afqrementioned  principles  of  natural  resonance;  neither  of  them  having  the  innate  property  of 
^enjerating.  the  other:  This  question  than  arises.  Can  we  by  any  modification  so  apply  the 
original  principles  of  resonance  to  either  of  these  founds,  that  one  of  them  shall  g^eneratc  the 


other,  and  that  independant  of  their  first  common  g-eneratof"^^^^^^E  Cail.  It  is  evident 

that  by  loVering:  the  orig-inal  3^**  ^h-^~  one  Semitone; that  is  making  it  it  will 

product?^ L.O      as  its  IzV^or  Maior  tllird,which  modified  note,  and  its  product,will  both 
;Harni^:^Ze  very  agreeably  as  experience  proves  with  the  original  found  thus  ■  -  Henre^ 


away  of  analogy  (by  which  alone  researches  of  this  kind  can  be  conducted,  we  acepuilt  for 
the  origin  of  the  Minor  Mode,  which  Mode  directs  that  Syftem  or  Scale  of  founds  i 
exhibited  on  Page  10.  .     .  \ 


EXERCISES  ON  THE  HARMONIC  TRIAD 
Perfect   Common  Chord. 

This  Combination  is  formed  by  the  Intervals  of  a  S^^S^^ahd  8*^ from  the  Principal  found 
•   or  Bafs  note  . 


aih 


The  8*is  an  Interval  composed  of  ^ Tones  and  2  SpTnitnnps.^-— ^  q  ^^J^  />^^Maj3.Ma^3.Mi^3.M^n3 
The  i^/'is  an  Interval  composed  of  3  Tones  and  1  Semitone.  ^ 


-0- 


^  Examples 

Th  e  Major  3^  is  an  Interval  composed  of  2  Tones.  gf^' 
The  Minor  3.  is  an  Interval compcK of  ITone  and  iSemitone 


1Z>  

or 


^or 


From  these  Examples  it  maybe  obferved.that  these  HarmonicS  do  not  change  their  deno- 
mination on  being"  transposed  to  a  distant  octave. 


This  Combination 

is  used  in 
3  different  Positions 
or  Inversions . 


The  ^''•'^Pftshlon  |g 

)*-/  is  that  in  which 
y      the  5^^is 

is  that  in  which 
the  8'^  is 

is  that  in 
which  the 

'  (D.  uppftrmoJlt 

uppermost 

.V-"^  is  uppermost 

The  Roots  or  Principal  notes  b  eing  given  in  the  Bafs,  the  Student  is  required  to  .write 

'  the  Harmony  of  the  3''.'^.$'.^ and  8^*^  in  the  Treble.   

The  upper  figures  of  the  Positions  in  which  the  HarmonyS  are  to  be  written,are  placed 
over  the  Treble  Stave. 

The  Sharps  and  Flats  placed  under  the  RootS,shew  the  nature  of  the  Thirds  which  the 
Harmony S  require: by  a  ^  is  signified  a  Major  S'^'^by  a  b  a  Minor  3*;* 

In  the  first  three  Bars  are  given  an  Example  of  the  manner  in  -/vhich  these  ExercifeS  are 
to  be  written. 

8^3  8  A  8  A  8 


KEY  of  C  MAJOR.  I A 


R^oots^,^  o  o 


— TT 


4© 


ZEE 


T 


A        S       S        8        3        S  A 


8        3        S        A  3 


8  .  . 


 _  



-^rr^  

o  ^> 

i>  1 

21 


^       8        3        8        .5        8  6^63 


KEY  of  G  MAJOR 
Roots  ^ 


33: 


33: 


331 


XT 


"0- 


-  s -V  b  I  «  ^ 

8  S         ^  8^         83         8^  83  8 


-e^- 


-0- 


321 


331 


3ZE 


33: 


-0- 


8       3         8       A        3       ^        3       ^       3  4 


KEY  of  D  MAJORATS 


Root^-^^^^ 


33 


33 


33 


33: 


3ZE 


331 


8       3       8        A        3       S       3       4        3       4       3       5       8       3  8 


—  .  .     — J.__ 

%J 

o   

^  O 

-^0 — Li- 

 0— 

Q- 

i> 

 0  

84       3        4        3        8       43  43 


KEY  of  A  MAJOR.  I^rf 


33 


Roots  "•T.,o-rrg"^t^ 


33: 


33: 


-&- 


 0  

■^n — ^ 

o   

^  o 

—&  — 

 0— 

— 0  

8      3        8      4        8       3       8       4       3  4 


KEY  of  E  MAJOR. l=i?F^^ 


Roots.,^^^^^^ 


XT 


33 


-13. 


-0" 


331 


33: 


32 


S       6        8  3        6        3         v5        3  8.3 


XT 


3ZE 


X3: 


3ZE 


^      3        ^      3       .^      3       5       8       5      3  6s 


KEY  of  F  MAJOR 


Roots  S 


-0- 


o  I 


-0- 


33: 


#  b  I*  ^  "  "      •  -  

38         35       8        58        .5        83         5       85       3  8 


  o 

 0-- 

—  0— 

— & — 

— ©  

o   

<> 

— o  1 

-0 — 

KEY  of  MAJOR 


5       8        3        5         8        5        8        5        3        8  ^ 

1^  o 


Root's 


^-■^•Liy    ,  >  o  ^  >  ^  V  i  'dim 


-0- 


33: 


3ZE 


XT 


-0- 


8         3        8        3         5         3         8         5  3 


-0- 


-0- 


-0- 


xr 


-0- 


XE 


xn 


-0- 


KEY  of  El?  MAJOR. 


Rootsiiid?.  i>Q'' 


8         3  5         8         5  8 


-0_ 


XH 


xs: 


8         5  S 


3 


A  familiar  acquaintance  with  this  Harmony  in  its  different  positions,  will  be  found  of  great  v 
advantag-e  in  the  Practical  branch  of  MllfiC;  it  will  especially  contribute  much,towards  enabling- 
the  Student  to  play  at  sig-ht.as  it  shews  that  contiexion  of  founds  which  forms  the  fubftance  of 
every  Composition.  For  the  purpose  oT^familiarizing  this  Harmony,  a  few  more  — 
Exercises  are  fubjoined, in  which  the  former  Plan  is  inverted. 

I*  In  ihe  following-  ExerciseS,  the  Chords  being- g-iven  in  the  Treble,  the  Student  is" desired  to 
apply  to  each  Chord  its  respective  Root  in  the  Bass.  ^ 

Rule.  Apply  such  Root  to  each  Chord, as  its  HarmOnicS  will^ftand  related toin  the  dis_ 
-tance  of  a  3^'*^^^&8^^in  the  manner  exemplified  in  the  three  first  Bars.  / 


KEY  of  C  MAJOR 


Roots 


331 


3ZE 


33: 


XT 


— 0  &— 

 0  

i 

8 
o 

8 

0: 

KEY  of  G  MAJOR 
Roots  ^ 


s 


_C1. 


KEY  of  D  MAJOR 


> '  ■••     ..  I-  b  #  '  ^  V 


3ZE 


X3: 


jcj: 


X2 


xr 


-o- 


T5" 


KEY  of  F  MAJOR 
Roo ts  f'^^'L 


WW 


.  KEY  of  A  MINOR 
Roots  ^ 


V  #  I'  ^  ^ 


xx 


xx 


XX 


XX 


XX 


■=e=" 


XT 


KEY  of  E  MINOR 
Roots^ 


xx 


g 


XX 


XX 


XX 


XT" 


g 


:o:xx 


■f  V «  « * 


1f*  ^ 

■  \ 



— ^ —  Q 

 0  

KEY  M  B  MINOR 


Roots  -f^'ffji'^o  ^ 


Hi 


xr 


-0- 


=8= 


KEY  of  D  MINOR 


RjQQtS  O 


~0- 


g 


1. 

_iJL 

^'):,  '  -'^  - 

— b  

26 

•  ^  Essay  IV 

iNTRODUCTIONtothat  BRANCH  of  the  SCIENCE  of  MUSIC  caUed 

Thorough  Bass. 

.  The  sounds  employed  in  the  Combination  of  the  Harmonic  Triad,are  Concords  of  tw:o 
denominations,Perfect,  and  Imperfect:  Such  Concords  as  admit  of  no  variation  in  the  num- 
ber of  Tones  and  Semitones  of  which  they  are  composed,  without  dis^sting-  the  Ear  are  called 
Perfect,  of  this  description  are  the        a^d  5th,  Concords  admitting-  a  Semitone  more  or  less, 
in  their  Composition,  with  ag-reeable  effect,  are  called  Imperfect, of  this  latter  description  is. 
the  3^^  which  is  disting-uished  by  the  terms  Major,  and  Minor,  according  as  the  number  of  Se-. 
mitones  it  contains  are  g-reateror  less.      These  are  the  only  ConCOrds  found  in  the  Har- 
monic Triad  in  its  orig-inal  order, but  by  an  Inversion  of  this  order, two  more  Concords 
.are  discovered, one  Perfect, the  other  Imperfect;  These  Inversions  are  made  by  putting- 
those  notes  which  in  the  orig-inal  state  of  the  Harmony  were  in  the  Treble  into  the  Bass ,  and 
the  former  Bass  or  Root  into  the  Treble. 


Examples  of  the  different  Inversions  of  the  Harmonic  Triad. 


Harmonic 
Triad 


33: 


33: 


The  l^.t  Inversion,by  which  the 
Major  3^'^  becomes  a  Minor  6th  + 


EO 


Maj: 


Min:  6th 


The       Inversion  by  which  the 
^Perfect  5th  becomes  a  Perfect 4^^  + 


Perfect  S^h 

c-e- 

D: 


Perfe'§"4th 


-frcr 


Orig-inal  order.  Inverted  order 
Should  the  orig-inal  S^d  be 


Orig-inal  order.   Inverted  order. 


then  be  a  Major  6th  + 
Example 


1 

f  bo 

Min-.3i"d 

Maj:  6th 

Original  order.  Inverted  order 


Minor 

6ih 

is  a  distance  composed  of  3  Tones  and  2  Semiiones 
+  A  Perfect  4*^  is  a  distance  composed  of  2  Tones  and  1  Semitone 
"f  A  Major  6^^  is  a  distance  composed  of  4  Tones  and  I  Semitone 


tiiXERCISES  on  the  l[^oncords  arising- from  the  Inversion  of  the  Harmonic  Triad  < 


Major  6. 


th 


RULE:  Ascend  4Tones  and  ! Semitone  from  the  Bass  as  Exemplified  in  the  firstBar 


O: 


bo  t]o 


|o  bo 


^  1»  15 


B  18 


i;ir>  i>o- 


IS      B  1S 


RULE:  Ascend  3  Tones  and  2  Semitones  from  the  Bass. 


Minor  6; 


th 


ten 


be  be 


O- 


■^6  Fe" 


b^ 


be /be 


±4 


Perfect  4*!" 


RuLE:  Ascend  2  Tones  and  1  Semitone  from  the  Bass. 


C2: 


ff.i  lotto 


o: 


bo  !]o 


bo  ^cy 


In   calculating  tlie  Tones  and  Semitories  in  eacli  of  the  above  Exercises  care  must  be 
taken  to  proceed  in  Alpliabetical  order  /•  , 

Thorough  Bass  is  that  hranch  of  the  ScienCC  of  Music  which  enahles  the 
performer  to  add  Hannonjr  to  Melody,  by  means  of  certain  Sig*natnreS  applied  to  the 


Bafs  notes,  which  den 6fg~thHTT' particular  Character  either  as  .Roots    or  Derivatives  therefrom^ 


St 


and  shew  the  Accompaniment  they  require.  The  fig-ures  placed  under  the  Bafs  notes  of  the  1. 
Example  exprefs  the  Treble  notes  of  the  2".  Example  of  which  a  further  illustration  will 
be  afforded  in  the  following:  pages.  .;  . 


Example  1. 


i 


jCs: 


Example  2. 


jCe: 


The  HARMONIC  TllIAD  beiars  three  SIGNATIJllES.oiie  on  its 
ROOT  and  two  on  its  mVERSIONS. 


EXAMPLE 


Mainionic  Bass 


o: 


Roots 


Root 


XT 


X2: 


i.Imersion 


£3: 


jCs: 


6 
4 


2.Imerllon 


33: 


Another  representation 
of  the  f  igfuring- 
of  the  Harmonic  ' 
Triad, 


.6 

4 

-6 

1 

jl- 

-•^  i 

( 

3 

The  f.*CoJuinn  of  this 
Table  reprefentsthe'lhree 

founds  of  theHarmpnic'Iriaci 

*  "nd  .. 

andthe2.  Column  their 

relpective Signatures  Vhen 

used  as  Harmonic  J? afses 


By  ther,e  Examples  it  is  evident  hat  when  a  6  is  placed  over,  or  under  a  Bafs  note,  the  first 
Inversion  of  the  HarmOnic  Triad  is  thereby  reprefented,and  the  Accompaniment  is  that  of  the 
third  below,  rmd  that  when  the  f  ig-ures     are  applied  to  the  Bafs  rote,  the  fecond  Inversion  of  the 
Harm Onic  Triad  is  thereT)y  reprefented,and  the  Accompaniment  is  that  of  the  fifth  below. 

The  few  following  ExcrtiseS  in  different  KejS  comprise  the  fubftance  of  the  foreg-otn'g- 
Obfervations  which  if  duly  attended  to  will^ speedily  render  the  Subject  familiar.  '  ■ 

i\  In  thiesxi  Exercises  ihe  Harmonic  Bass  being  g-iven,the  Student  is  directed  fii•!^t  to  write 
under  each  Bass  its  re^.pecti\e  RoOt, and  then  to  fill  irp  the  Accompaniment  with  iIi e  3^.  .sV^and 
8.  of  each  Root,  in  the  same  manner  as  in  the  ExerciseS  on  Pag-e  21. 

The  notes  required  to  be  added  in  the  Accompaniment  ar^  to  be  written  immediately  under  thofe  given. 

■  rd  ' .  ■  '  'v 

the  nature  of  the  3.  is  to  be  determined  by  the  Scale  of  that  Kej'  in  which  the  Exerci«e  ' 

is  wTitten,  from  which  Scale  no  deviation  is  allowed. 


Accompaniment 


Harmonic 
or 

Figured  Bass 


Roots 


The  first  three  Bars  fully  illustrate  the  method  which  the  Student  is  to  pursue. 


xs: 


6 

4 


6  3 


xx 


-H- 


ft  3 

O  ^> 


XE 


6 
4 
XX 


6 
3 


6 

4 


6 


3 


3 
XE 


4 
XX 


.5 

3 
XX 


3 


33: 
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o  o 

— © — & — 

— i_j — 

O      4  > 

— &— 

3  4 

6 

 v  ;  ^  

6 

4-  6 

/-^  1 

A'  S 
 &- 

6 
o 

i   <>     4  > 

 0— 

 *J- 

-n — ^ 

-©-T  

■•V 

— 



 =  , 

r— 0  e — 1 

 riq 

— ©  0—1 

o  t> 

-H0  rr- 

 0  

i  . 

3  6 

 ^ 

%  i 

6  6 

6 

4  5 
— 0  S  

s  . 

3 

it    O  ^1  

— e  o — 

<> 

 U— 

 0  

o 

XT 


\5 


6- 
X3l 


3  4 
-0  0- 


6 
3 


6 
4 


6 
-0- 


3 


.5 


6 

33: 


5 

3 
-0- 


6 
3 


6 

A. 


6 


3 


33: 


JCE 


XT 


XT 


-0- 


XE 


XE 


5 
3 


6 
4 


6 


6 

3 


6 
3 


6 
4 


3 


6 

4 


,5 
3 
XE 


6 
4 
XE 


6 
3 


6 

3 


6 
3 


3 


-0  0- 


XE 


-0- 


-0- 


-0- 


XE 


-0- 


-0- 


-0- 


XE 


XE 


XE 


6 
3 


3 


3 


6 
4 


5 
3 


5 
3 


r=— 0- 


.5 

3 


-0- 


XX 


XE 


33: 


-0- 


G  4.4. 


10  t-  - 


oO 


Jn  the  following  Exercises  the  Student  is  desired  to  figure  the 
HARMONIC  BASSES  according  to  their  distance  front  the  ROOTS/ 
and  fill  up  the  Accompaniment  as  before  in  the  manner  exemplified  in 
the  first  tliree  Bars. 


Accompaniment 


Harmonic  Bass  i 


Roots 


XT 


6 

4  6 


O 


XT 


3 


-o — eh 


XT 


XH 


xx: 


 ©- 


X2: 


^  &■ 

X?  


XT 


XT 


xr 


o  ^> 


X2: 


xr 


xr 


xr 


<y  o 


xr 


xr 


xr 


xr 


xr 


xr 


-& — o- 


xr 


xr 


xr 


xr 


xr 


xr 


xr 


o  «•> 


xr 


xr 


XX 


-o — o- 


xr 


xr 


xr 


J2  CL 


xr 


i>  o 


-0- 


xr 


xr 


xr 


'g:a..4. 
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Essay  V 


The  DISCORD  oftlie  FLAT  SEVENTH  and  its  SIGNATURES. 


Having-  shewed  the  nature  of  the  Harmonic  Triad. with  its  Inversions;  and  Sig-natures: 
v/e  rioAV  proceed  to  the  illustration  of  another  Species  of  Harmony      distinguished  hy  the  name 

of  Discord . 

Concord  and  Discord  form  the  two  g-rand  distinction  of  Species  in  Harmony,    The  nature 
of  a  Concord  is  such  as  to  produce  the  most  pleasing  and  fatisfactory  effect  on  the  Ear, without 
the  aid  of  any  preceding^  or  fucceeding  founds;  that  of  the  DisCOrd  is  fuch  as  to  require  both,  as 
from  its  jarring-  effect  on  the  Ear,  it  fuspends  fatisfaction,  and  excites  an  impatient  expectation  in 
the  mind  of  fome  fucceeding-  Harmony     whereon  it  can  rest  with  pleafure;  yet  this  fuSpense  is 
amply  compensated  for,  hy  the  increased  delight  with  which  the  fucceeding-  ConCOrd  is  thereby 
heard.  A  judicious  Musician  hy  means  of  these  opposite  fpecies  of  Harmony     keeps  up  an  In_ 
-terest  in  his    Composition,    and  by  their  aid  produces  effects  analog-ous  to  those,  which  a  well 
conceived  disposition  of  Light  and  Shade  afford  in  a  masterly  painting;  what  the  latteristodie  Eye, 
that, the  former  is  to  the  Ear. 

The  first  of  all  DisCOrds  both  in  point' of  order  and  effect  is  that  of  the  Flat  Seventh.  (  bz) 
It  is  a  distance  composed  of  four  ToneS  and  two  SemitOneS  and  is  discovered  by  following- that 
order  of  founds  which  nature  prescribes  in  the  formation  of  the  Harmonic  Triad,by  adding- 
to  that    Harmony    another  found, as  far  beyond  the  fifth,  as  the  fifth  is  beyond  the  Major  5 

/.Harmonic  Triad 

EXAMPLE^ It  is  evident  that  the  distance  from  B  to  D  in  this  Harmony  is  that  of 
a  Minor  3.  now  by  following;  this  order  of  fuccefsion  in  oUr  way  towards  obtaining  an  additi_ 

i^uzz  a  flat  7.  from  the  Root  and  this  fourth 


found  when  added  to  those  of  the  Harmonic  Triad^g-ives  its  name  to  that  Harmony;  which 
is  then  called  the  ^chord  of  the  b?*.'^  EX: 


This  Discord  at  present  is  to  be  considered  as  applicable  only  to  the  fifth  of  the  Key  which 


the  Bafses  given,  at  !  or_    -<J^r  I 


fifth  always  carry s  a  Maior 

Writ  -  -  '  ■*'■  ^"'^ 
over 

ding  to  lhat  order  which  the 
figures  exprefs^as  exemplified 
.  in  the  l':*Bar. 


o: 


XT 


icr 


I 


7^ 


I    :#    I  Nit 


52 


The  Ilarpipnj  of  the  b7^bears  fqur  Sig-natures, different  from  those  of  the  Hanponic 
^Friad:  one  on  it«  Root  and  three  on  its  Derivatives 


Example 

liai  nionic  Bass  , 

or  sJiak 


Denvaiivts 


R00T!» 


st 

1.  Ill  version 


nd 

2. inversion 


rd 

3(111^  ersioh 


u 

-2 


Another 
reprefent^tion 

of-the 
figuring-  of 
the  Harmony 
of  the  W]" 


b7. 

4+r 

-2 

1 

I; 

From  the  Inversions  of  the  Harmony  of  the  ^7?*  arise  .three  more  Disc  Ords,th,>t  of  tho 


^J*^!*^ composed  of  one  Tone  as  it  appears  between  the  b7*\ndits  Root  ontlieS  .  Invervio 


:;'''that  of  the  4for  Sharp  4'.*^  composed  of  three  TonCS  as  is  appears  between  the  b'^'janUh 
original       of  the  Hannony  on  the  fanie  Inversion 

^*^composed  of  *'2  Tones  and     Semitones  as  it 


md  that  of  the  b^'l^or  diniinishecl" 


•  rd  ^ 
Major"  5  .  and  !>7*^  on  the  first- 

Inversion 


m 


3  •  ii!  vt  I  ■>■  ion 


3  ;**jnvp.sioiij  app'  ars  between  »he  fjrigfinal 


1,  Iiivt  rsjoii 


on  the  Discords  arising-  from  the  Inversions  of  the  II;  rmony  of  the  b'' 

Rule.  Ascend  otie  Tune  fioni  tlie  "Bass 


33: 


m 


lrrr 


5 


13: 


Rule.  Ascend  three  ToneK  trom  the  Bass 


xr 


m 


ixo: 


o: 


Jlcl 


Trrr 


3ZS: 


1  f  — 1. 

 L>  ^ 


Rule.  As  cend  2  Tones  and  2  Semitones  from  the  Rass 


"XT 


.\;4. 
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EXE  R C I S E  S  ON  THE  HARM  QKY 

.        r         '    ,  of  the  by^l' 

Thefe  EXERCISES  are  formed  on  the  fame  plan  as  ^ofe  on ihe HARMONIC 
TRIAI),  the  Inverlions  of  which  Harmony  will  be  eaCly  diftinguiflied  from  thofe 
of  the  Harmoi^^  of  the  i?7^      ^®  difference  of  tiieir  Signatures. Th^  figtq:'ed.'Iiible 
and^the  Examj)le  given  in  the  firlt  three  Bars^wiH  render  any  further  iUuft ration 
uimecefsary.  Such  Harmonic  Bafses  as  have  no  figures  placed  over  them,  are  to  be 
treated  in  the  fame  manner  as  they  would  be,-were  the  figures  3  applied  to  them,the  Jt 
placed  under  the         denotes  the  Major  34  which  accompanys  it. 


Accompanimient 

Harmonic  or 
figured  Bafs 

Roots 


■O  o 


-e- 


W  6 


O  O  IS 


6  ,6 
4- 


6  .1?7. 


1 


i 


1 


o  o 


i 


22: 


6  S 


6 

4? 


4? 
2 


6 

4 


1 


rj  o 


o  o 


33: 


o  o 


1  0  0  1 

0  ■ 

 a_ 

>5 


6 

a: 


4^ 

2 


"6 


6 

4 


\6 


6 

3: 


1? 


O  P 


i 


i 


-o— ^ 


23: 


22: 


6 
4 


33: 


1 

1 
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.54  .... 


;  o  c: 


g,  G 


O  G 


^  6 


4^  ■ 
2^  6 


6  l?7 


i 


i 


O  C 


ICC 


I?  o 


i 


The  Harmonic  Bafses  of  the  following  Exercifes  are  to  he  figured  according  to  the  diftance  in 
which  they  ftand,  related  to  their  refpective  Roots.  The  Accompaniment  is  then  to  Tie  filled  up 
as  before,  in  the  manner  exemplified  in  the  firft  three  Bars. 


A.CCO  mpani  ment 

Harmonic 
Bafs 


Roots 


^3 


■^-cr 


i 


.^S  6 


o  o 


i 


vr 


23: 


vr 


i 


i 


73--  Q  yo—Q- 


i 


-@ — 


re 


i 


i 


-73  9  9  ^ 

 1 

-S-^  1 

1  S-J 

1^ 

22: 


T 


XT 


i 


m 
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End  of  the  first  ]>.irt 
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Essay  VI. 

On  Modulation. 

Modulation  is  that  branch  of  the  Science  of  Music,  the  rules  of  which  prescribe  the 
method  of  removing-  from  one  Scale  to  another,  as  before  illustrated  in  Page  14 .  it  is 
from  this  source  that  the  most  striking"  and  varied  effects  of  Music  arise. 

Modulations  may  be  divided  into  two  classes,  the  Natural, and  Abrupt, the  former  are 
those  Mhich  are  produced  by  the  regular  rules  of  the  Science  and  affect  the  Ear  with  plea- 
-sure,  the  latter  arise  from  irregular  successions  of  Harmony  and  affect  the  Ear  in  a  more 
sudden  and  unexpected  manner.  The  following  Exercises  will  further  illustrate  the  nature  of 
Modulation. 

All  Modulations  are  made  by  means  of  the  Harmony  of  ^  which  Harmony  whenever  ap^- 
.   plied  determines  the  Key;  this  Harmony  is  therefore  denominated  by  Theorists,  the  govem- 
.   ing  or  Dominant  Harmony,  wherever  this  Harmony  appears, the  fifth  below  its  Root  is 
.  the  Key  note. 


The  letter  D  signifies  the  Dominant.  The  letter  K  the  Key. 


Example! 

p 

o 

- 

o 

4.1 

— &~ 

— « — 
4H- 

6 

o 

VI 

— o— 

G 

2 

— O — 

6 

-  O 

— ©— 

— &— 

tf 

«."» 

b7 

— &— 

VI  .. 

4 — 

CI 

— © — 

o 

— & — 

1 — ©_ 

CI 

VI 

• 

D^  K 

D 

K 

D 

K 

D 

K 

D 

K 

EXE RCI$ES  ON  MOlDUL ATION. 


ThB  following  ExerciseS  exhibit  ModulafipllS  intp  all  the  Keys  of  the  orig:inal  Scale  ex 
ceptthe  sevt  nth,which  is  not  used  on  a^ouiit  of  its'jiiaYji^  no  Dominant  in  the  orig-inal  Scale. 

Tn  these  Exercises  the  Student  is  desired  to  y^rite'the  Roots  and  fill  up  the  Harmonys  in  the 
nm  ner  exemplified  in  the  first  three  Bars, placiiT^ 'the  letter  D  under  each  Dominant  H^rmo;  .  . 
and  the  letter  K  under  the  Key  note.  i        '  ^ 

Ilnrmonjs 


M  VIOR&MINOR 


Keys 


^Dominants 


I 

1 
I 


I 
I 


-r 


I. 

.1'': 


XX 


ZEE 


rxv 


1^ 


xx 


6  bs 


b7 


XX 


XX 


D 


K 


XT 


-0- 


6" 


— o- 

o  o 

4+ 

-  '  4+ 

6 

-1-  ^7 

-0  0-J 

ft 

— *  1 

~n  bz.  - 

 &— 

^>  o 

o  t> 

■ 

1 — ^  o- 

 — 

— _  

_o  ^ 


_Q  Q- 


-0- 


XX 


XX 


,6 

b^ 


XX 


XX 


33: 


XX 


-0- 


XX 


-0- 


-0- 


— 0  0- 

 0  

%J 

.  '.  ■■4+" 

■1  ,■  •  ft  

-G  ^ 

—6 — 

—6  

 6  

 1H 

'-^T  

-    ■  b.g 



.c  'il 

•  ■  * 

-^-^  - 

~H0 — 

-0  

1. 

-0-  

 i 

—   1 

 0  

—  ^  — 

H 


K 


I 


P  t> 


XI- 


6 


□a: 


3ZE 


33: 


Li  O 

bz    bT.  bT, 


'it  I 


^  "ik  1  i   %           i  ^1  1  

)  ffl*^  

— O  ^ — 

-©  &— 

-0  &- 

-  ■  b7 
6  ii 

4+ 
2 

4+ 

6  2 

H 

6 

4- 

%  b! 

^>  o 

4  b7 

— a — 

 nr- 

=^=*= 

-Tf — ^ 

-© — rr- 

-o  

^y 

1  0  



<   

1  ■-  _ 

H 


K 


XI. 


-Q  Q- 


33: 


6 


,6 


6 

4 


3ZE 


-0- 


XE 


XX 


-t- 


■+- 


XT 


X3: 


I  I 
I  I 

I  L 


-t- 


XE 


iP"  bV  bz  b7.  b7„  b7 
b7^    b7^  It     #  If 

1^ 


i 


xx 


XT 


-0- 


XE 


b7 


4f 
2 


4+ 
2 


6 


b7 


6* 

:^ 


6  . 
-4  h.-; 


6 
4 


b7 


xn 


xr 


t>  o 


XT 


XE 


XE 


-0- 


59 


H 


K 


D 


-&  0- 


33: 


T- 


33: 


o  so 


-+- 


T 


6 


I       I  -■ 

I  I 

I  I 


33: 


1^ 


33: 


33: 


-0 — 0- 


33: 


33: 


.6  |_ 


33: 


4^- 

-0 — <?- 


b7 

6  1 


6 
4 


6 
4 


6 
4 

3ZS_ 


b7 


^>  o 


-0- 


33: 


33: 


-0- 


33: 


XT 


3Zi: 


-o — ^ 


33: 


L  ^ 


33=#r3: 


33: 


33: 


T3 
._!fi_ 


cr 


33: 


I 
I 
I 

jo: 


1 
I 

.  I 


bz  b7 


1  ■'«  "■» 


f7i.>    .  t> 

*_  

o  t> 

-e— :  1 

— _4iJL: 

-e — 

-O  0- 

-r-t  0— 

1 — '  ■  ■  -  - 

1 — ^ 

4f 

—6  @— 

„6 —  

S  - 

 k-i  ^ 

o  1 
4  ,  b- 

-©  0H 

4 

4  i;.'. 

 _0- 

— ^ — 

O 

o 

t  — 

40 


H 


K 


D 


T—r- 
I 
I 


XT 


EC 


-Q-  -o-  — O- 


bJ 


6 


o  *v 


-0- 


-O  Q_ 


XT 


X3: 


-&- 


4+ 
2 


4+ 
2 


b7 


6 


6 

4 


bJ 


6 
4 


b7 


xr 


-0- 


XE 


-o- 


XE 


-1 — I — I— 


xr 


H 


K 


D 


XE 


XE 


XE 


I  I 
I  I 

J  I 


-€  k5- 


6 


T  »- 


xr 


XE 


XT 


-0-4 


XE 


XH 


xr 


-&-  -cr 


-o — 


xr 


XT 


XE 


XT 


6 


XX 


El  SAY  VII. 


On  Cadences. 

*'  .         '  ■  ■  ' 

No  musical  composition  or  system  of  souni^s  can  terminiite -so  as  to  satisfv  the  ear,hut  by 

an  operation  of  Harmony  cul  led  Cadence,  of  which  there  air  e  several  sorts, some  conclusive  or  final 
n  their  effect,  others  inconclusive,  and  reqiriring-  subsequent  matter,  those  of  the  former  sort 
come  under  our  present  notice  and  are  deriominaled  PcrfcCt  CadenCeS. 

The  Perfect  Cadence  is  r<^mprised  in  tM'o  Harmonys^  that  of  the  Dominant,  inimediately 
followed  by  the  Harnumy  of  the  Key.  The  following:  Examples  will  illustrate  this  Harmonic 
V  dnftruction  in  various  positions. 


i 


i 


Ex:  U 


Ex:  2. 


Ex:  3, 


Ex:  4. 


Ex:  .5, 


Ex: 


3 


b7. 


*  Of  the  above  Examples^  the  first  and  second  are  more  suite^  for  conchisi\  -  Cridcnces  than 
the.  third  and  fourth, os  their  li.ilses  are  formed  of  roots,  the  third  and  fourth  tho  eqnalK  per_ 
feet  are  not  so  sntisfactorv  to  the  ear,  in.s>-  derivatives  for  their  Bafses  and  ;tr<'  thereforr,heft 
suited  for  the  iniildle  Cadences  of  a  composition^  The  fifth  Example  ekhibits  a  Ca<lence  broken 
in  Harmonic  order.  1  h*  6^' E\i\mple  shew  s  the  intervals  of  a  Cadence  "broken  in  Harriifbmc  or _ 
der  with  the  intcrvi^ntion  of  transient  notes,  which  are  distinguished  by  crolses  placed  over  them  ojr- 
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The  MINOR  SCALES  in  their  ascending"  order. 


•  THIS  fystem  of  sounds  being  required  to  end  according-  to  the  foregoing  principles  of  Cadence 
occasions  a  difference  to  subsist  between  their  ascending  and  descending  order.  For  the  purpose  of 
terminating  this  ascending  fystem  by  Cadence  the  final  or  Key  note  must  be  immediately  preceded 
by  some  .branch  of  the  Dominant  Harmony,  which  seventh  sound  of  the  Scale  will  be  found  to 
stand  in  the  relation  of  a  Semitone  to  the  succeding  Key  note,  and  in  order  to  preserve  aDiatonic 
progrefsion  in  the  Scale  this  '7*.**  sound  will  require  its  preceding  or  sixth  of  the  Scale  to  stand 
in  the  relation  of  a  Major  sixth  to  the  Tonic.  These  two  Major  sounds  (6^.^'and  7^*^)  make  the  dif- 
ference between  the  ascending  and  descending  order  of  these  Scales. '^^ 


TONICS 


< 


o 


CI 

H 


i 


E 


HI 


This  asii-ndinj?  seventh  qf  the  Scale  is  di  nominatt'd  the  Soiisible  noto  as  it  prA'part  s  tliu  Far  for,  tlu-  Toi>it. 


45, 

WRITE  the  seyen  ascending-  notes  of  these  Scales  in  the  following-  order 
One  Tone  and  one  Semitone, four  Tones  and  one  Semitone. 


44 

The  Irregular  Cadence  orciose  on  the  Dominant. 


The  next  Cadence  necefsary  for  our  consideration  is  that  which  terminates  on  the  Dominant » 

therefore  only  suited  for  middle  Closes  in  a  piece,  the  Harmony  of  the  Dominant  in  this. Close 

is  introduced  either  by  that  of  the  Key,  or  the  second  of  the  Key  combined  with  its  Minor  3^.^ 
tH 

and  Minor  7.  before  this  Cadence  is  further  exemplified  it  will  be  necefsary  to  illustratf  the 
nature  of  the  last  mentioned  Harmony  and  its  Sig-natures. 


th  / 

The  Discord  of  the  7.  Mfijor  or  Minor  (as  the  Key  requires)  may  under  certain  reg-ulations 
be  applied  to  every  note  of  the  Scale. 

The  Major  7*.^  is  composed  of  five  Tones  and  one  Semitone. 

Example 


of  a 


Progrefsion  )  - 

of  7'.'^^ 


i 


1- 


e 


22 


f 


5^ 


3 


i 


The  two  first  notes  of  this  progrefsion  g-ive  an  Example  of  the  perfect  Cadence  interrupted 


by  a  7\'^being-  applied  to  the  Harmony  of  the  Key, by  which  its  final  effect  is  deftroyedthe  pro_ 
.grefsion  .of  7*^^is  then  continued  throug-h  the  Scale  of  C,  the  roots  moving:  by  descending-  ^^l**" 


The  Signatures 

of  the 

Harmony 

of  the  7?" 


3ZC 


The  Root 


3ZE 


6 
6 


xr 


a  3^  below 


4 
3 


•X- 

5*  below 


6 
4 
2 
XT 


T^Helow 


Or 


6 
4 
2 

4 
3 


6 

.5 


''^  ,  To  this  Signature  many  Iheorisits  add  a  6.  thus  ■* 
©  All  illtisiration  of  this  Harmony  will  be  round  on  Paj^^e  ^0 
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EXERCISES  on  the  accompaninent  o£  the  MAJOR  SCAJ^E 
ill  its  aj^cending'  order,. in  which  the  Perfect  and  Irregular  Cadences, 


are  forther  illuftrated. 


Ascending" 
SCALE  of  C. 


B 


1 


"FT 


•  6 
G  6 


i 


]b7 


33: 


l6 


3q: 


33: 


5 


6  b/ 
4  i 


9 


i 


i 


D 


331 


33: 


33! 


(    vA    The  irreg-ular  Cadence  or  close  on  tiie  Dominant  preceded  by  the  Harmony  7^. 


.St 


B    The  perfect  Cadence  on  the  1.  Inversion  of  the  Harmony  of  the  Dominant. 
C     Tile  close  on  the  Dominant  preceded  by  the  Harmony  of  the  Key. 
D^   The  perfect  Cadence  exemplified  on  its  Roots. 


The  following  ExerciseS  are  to  he  written  acdsrdirig  to  the  method  exemplifieti  ahsye., 

■ '      ■  •  *  ■  -       *^    ■    * .  '         .      •  ■ 

-■The  figures  placed  over  the  Trehle  Stave  shew  t4ie  position  in  which  the  Harmony  is  toheplaofit 

as  before  illustrated  on  Page  20 .    •       .  '  ' 

,7  8B       ^    8       3C       8    3'  8D 

/■  •  1  r-  "  " 

Accompaniment  I 


Ascending" 
SCALE  of  G. 

Roots 


m 


6 

G  4 


4  ,6 


33: 


r.5 


4  hi 


1 


33: 
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Applj  the  SIGNATURES  to  the  HARMONIC  BASSES  in  the  same 
manner  as  in  the  forg'oing*  Example,  and  place  the  Harmon  js  in  the  same 
position. 


D.  SCALE 


A 


B 


D 


Q=2 


A.  SCALE 


B 


D 


3Zr 


XI 


3 


IX 


P 


E.  SCALER 


E 


D 


P 


3=a 


B.  SCALE 


B 


D 


3^ 


i 


'r  J 


'F:  SCALE 


y — 1 

T"VJ  

— 0 — 

—i  

-c— e 



^  

r 

o 

BbSCALE 


EkSCALE 


m 

A 

B 

c 

D 

-q — 2|— 

<^ 

M 

o 



— 1 

h  

— • — 1 — 

r^tit  

A 

B 

c 

 r— r- 

-  rj  0 

^= 

(  

 ^ 

»  : — — 

 0 — 

1  o 

-?  

Ak  SCALE 


B 


C 


331 


X3E: 


D 


Dk  SCALE 


D 


-0- 


J2. 


-0- 


32 


-0- 
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s  SAY  Yin. 


The  Discord  of  the  Flat  Ninth  (as  combined  with  its  Major 

and  b7^^)  and  its  Signatures. 


This  combination  is  formed  by  the  addition  of  a  new  sound  to  the  Harmony  of  the  Dominant; 

which  sound  exceeds  the  \>7^}^  by  the  distance  of  a  Minor  Ex:  ^  addition 

•J 

the  powers  of  that  Harmony  are  considerably  increased,  and  new  Intervals  formed  by  the  Liver  - 
-sion  of  its  Harmonics. 


The  Harmony  of  the  b|  bears  five  Sig*natures  .one  on  its  Root  and  four  on  its  Derivatives , 


Accompaniment 

EXAMPLE 

Harmonic  Bass 
or 

Derivatives 


ROOTS 


9 
7 

ffRoot 


l^^Inversion 


below 


nd 

2  -  Inversion 


below 


rd 

3  -  Inversion 


l7^'*>  below 


4<  -  Inversion 


4 
2 

below 


b9 

4+ 

b7 

or 

S 

#3 

1 

I 


This  Harmony,  tho'  it  properly  belongs  to  the  Dominant  of  Minor  Keys  is  frequently  bor  - 
rowed  by  that  of  the  Major 

From  the  Inversion  of  this  Harmony  arise  two  new  Discords,the  extreme  shard  second 
composed  of  1  Tone  and  1  Semitone,  as  it  appears  on  the  fourth  Inversion, and  the  diminished 
or  bl> 7*}^  as  it  appears  on  the  first  Inversion. 


4*9 

Lq 

Exercises  on  the  Discords  arising^  from  the  Inversions  of  the  Harmony  of  1,7. 


RULE.    Ascend  1  Tone  and  1  Semitone  from  the  Bass. 
The  2".^  must  be  expressed  by  the  next  letter  to  that  of  the  Bass  as  exemplified  in  the  1^*  Bar. 


2 


nds 


 ©  

— 

—  o  

IN 

.  — It-o 



 ©  

ths 


RULE.  Ascend  3  Tones  and  3  Semitones  from  the  Bass. 
  o 


3a: 


9 


Exercises  on  the  Harmony  of 

•  ■  # 

The  Student  is  desired  to  fill  up  these  Harmonys  and  to  figure  the  Harmonic  Bass  in  the 
manner  exemplified  in  the  first  Bar.    The  Root  is  not  to  be  added  to  the  Harmony. 


P 


TT 


r 


331 


331 


\     'I     1  1 


On  the  Imperfect  Triad 

We  now  proceed  to  the  illustration       another  sort  of  Triad,  differing- frrni  eithtr  of  thost  .  , 
exhibited  on  Page  20  with  respect  to  the  construction  oF  I  s  ftrih.  The  two  KariiionicTria<Ls 
or  Perfect  Common  Chords  before  explained,  differ  only  from  each  oil  er  in  tfc  nzTtii re  ofthMf  . 
thirds  in  reg-ard  to  Major  <^r  Minor  Intervals,  the  fifth  in  both  Harmony s  being-  of  the  sstrA^'-  " 
nature.  Perfect,  the  Chord  is  therefore  so  denominated, by  way  of  distinction  from  that  „wfii^}r 
comes  under  our  present  consideration.  This  Harmony  is  formed  of  a  Minor  third  and  dini«V 
.nished  fifth,  on  account  of  the  defective  nature  of  which  fifth  this  Triad  is  .denominated  the 
Imperfect  Triad;  like  the  former  it  admits  of  the  occasional  addition  of  a  seventh, ar^  t)f 
Inversions  similar  to  those  before  illustrated. 


Example 


of  the 


Imperfect  Triak 


The  Imperfect  Triad 


with  a  seventh  added 


As  this  Triad  is  found  to  resemble  other  Harmonys  in  its  Harmonic  signatures,  as  wellai^ii) 
its  construction,  it  is  necefsary  to  shew  how  it  may  be  distinguished  from  them.    I(  may  be 
servedthat  in  its  fimple  ftate  uncombined  with  the  b7*.^  it  resembles  that  Harmony  ^hich  arises- 
from  the  f  irst  Inversion  of  the  |  or  Dommant  Harmony  when  its  root  is  omitted  in  the  Chor^^ 
but  is  distinguished  therefrom  by  having  its  place  on  a  different  part  of  the  Scale,  the  Eiothiniifiit? 
HarmOtiy  occupies  the  fifth  of  the  scale,  the  Imperfect  Triad  has  its  place  on  tht  seventh  itf  ilje 
MzTjor;  scale  and  on  the  second  of  the  Minor,  the  Dominant  Harmony  always  r«'(nnes  tin  »>frfiV 
Key  to  follow  it, which  the  Imperfect  Triad  does  not  but  has  its  succeeding  Mk)t  in  g¥herAlafci»^^fh 
above  or  fifth  below,  in  the  Minor  scale  it  is  generally       followed  by  thcs^I^oni^hant  HarTttiJWy 
for  which  Harmony,  it  peculiarly  prepares^  the  Ear.  v 


Example  of  the 
Imp  erfectTriad 

in  H  Min^»t  Ke\ 


b6 


XT 


3ZE 


Example 


oflh( 


ImperfectTriii 

in  :i  Maior  K?v 


t=  

i       ^'Thc  Imperfeci  Trlrfd  may  he  fpeti  in  the  pro/^refsiori 


,1), 


of  ft'vetiths  on  Pa,re  44  on  the  4- .    nofi-  nf  tli'    F \uini> 


61 


The  iVjIlowing-  Exercises  are  proposed  io  enable  the  Student  to  disting-uish  the  Harmony  of 
the  Imperfect  Triad  from  any  other  -which  may  resemble  it.  The  Imperfect  Triad  will  be  known 
in  these  Exercises  by  beinjj;  succeeded  by  the  Harmony  of  the  fourth  above  or  fifth  below. 
The  Harmonic  Bafses  of  these  Exercises  are  to  be  figured  and  the  roots  applied.  The  Imper_ 
_.fect  Triad  is  to  be  figured  thus 

EXERCISES  in  MINOR  SCALES  in  which  the  IMPERFECT 
Tp.IAD  is  introduced  in  its  simple  state. 

In  th.e  following-  Exercises  the  Student  is  desired  to  apply  tlie  s^ame  Sig-natures  as  those 
used  in  the  Harmonic  Bass  of  the  1^^  Example .    ^       s     S    3    6    ^    S    S    6    ^  S 


T3: 


XI 


o 


rr 


i 


A-|l,-'>it0- 


m 


-0- 


33: 


rnr  

 L-  

-■ — &- 

o 

Mt — — 

*  
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EXERCISES  in  MAJOR  SCALES  in  which  the  IMPERl'ECT 


TEXA.D  is  introduced  combined  with  its  /  .  .The  sixth  note  of  these 

bo 

Exercises  gfives  an  Exarriple  of  the  Harmony       being-  borrowed  by  the 

Dominant  of  a  Major  I^ej,  The  fig-ures  shew  '^the  distance  of  the  upper 
notes  from  their  Roots. 

3  3       7        S       1       S      T       A,       7,        3      3       8        7        3'      7  S 


«i  et 


5 


5 


i 


q  c 


1 


bi  I 


4+  b7 
2 


6'  "6 
4- 


Apply  the  same  Harmonys  as  those  used  in  the  foreg-oing"  Exercise 


^  Q 


._q  

— 1 — ^ 

— e — 2] — 

— &  

:=r:_:c 

:=C 

i 


33 


i 


Essay  X. 


S3 


th 

On  the  application  of  the  Imperfect  5  .  to  the  Dominant  Harmony. 

The  Imperfect  is  sometimes  used  in  the  Dominant  Harmony  instead  of  the  Perfect, 
from  which  new  Intervals  arise. 


Example 


Ml 

— © — 

- — © — 
t'' 

 o  

 C»  

+  6" 
4+ 

3 

1  C3l  

4+ 
2 

b7 


\>6 
4+ 
2 

or 

+  ff 
44- 

3 

1 

\>1 

H 

From  the  Inversions  of  this  Harmony  arise  two  new  Discords', that  of  the  extreme  flat  third 
composed  of  two  Semitones, and  the  extreme  sharp  sixth  composed  of  five  Tones. 

RULE. ascend  6  Tones. 


rds 


RULE. ascend  2  Semitones. 


EX 


*3 


Exercises  on  the  Accompaniment  of  the  Minor  Scale  in  its  descending-  order, 
in  which  the       on  the  Dominant  is  further  illustrated. 

Apply  the  same  Harmonys  as  those 
The  descending-  Scale  of  A  Minor  ~ 


6  3 

q  Q 


«  4+ 
«  2 


6  ^ 


E  Minoi 


 J 

54 


Write  the  descending-  Scale  • 


B  Minor 


F*Mmor 


CtMinor 


m 

m 



D  Minor 


G  Minor  J 


C  Minor. 


F  Minor. 


BbMi 


mor. 


— 

— -  - 

Essay  XI 


On  the  application  of  the  DOMINANT  HARMON  Y  on  the  TONIC 


and  on  the  .T.  of  the  SCALE. 


The  Harmony  of '.he  Dominant  is  occasionally  used  on  the  Tonic,  of  which  the  following; 
Examples  afjTord  illustrations .  , 


The  Dom.HarmTwith  its 
b  7?^  applied  on  the  Tonic 


33: 


xr 


The  Dom.  HarmTwith  its 

'•^applied  on  the  Tonic 
'7  _ 


2 
A 


-6- 
4 
2 
B 


The  Inversion  of  the  foreg-oing- 
Harmony  by  placing; the  Tonic 
over  the  Chord  of  the  Dom: 


•FT 
b2 


13 


2 


In  Minor  Keys  the  Dom:  Harl' is  sometimes  applied  to  the  3^^oftl-ie  Scale  from  which  arises 
a  new  Interval  denominated  a  Superfluous       composed  of  4  Tones. 

Example  1  shews  the  Dom:  HarT  with 
its  i?7  applied  to  the  3^.*^of  the  Scale 

Example  2  shews  the  Dom;  HarT  with 
its  ^9  applied  to  the  S'l^of  the  Scale 


XT 


t>  O 


4  , 
2 


xr 


th 


From  the  Inversion  of  the  above  Harmony  arises  another  Interval  denominated  a  diminished  4. 
composed  of  1  Tone  and  2  Semitones. 

Example  1  shews  the  Inversion  of 
the  above  Harmony  with  its  b  7 


-0- 


=B=B= 


FT 
b4 


3a: 


Example  2  shews  the  inversion  of 
the  same  Harmony  with  its  ^-^ 


A  This  Harmony  is  universally  denominated  the  Chord  of  the  11 .  Most  Theorists  Tvhen  treating  of  it  have  followed  the 
plan  first  introduced  by  Mons'iRAMEAlT  of  substituting  supposed  or  artificial  Bafses  in  the  placn  of  radical  ones,  aRree_ 
_able  to  which  false  principles  they  thus  defiue  the  Harmony  in  question    "The  Chord  of  the  11.  arises  from  that  of 
"the  Domitlant  by  taking  a  A^J*  below  its    Fundamental  sound  for  the  Bass.  Ex  rgj^l— ~i^E 

tl^*"         .  til 

B  This  liarmony  is  likewnse  on  the  same  principle  defined  to  be  the  Chord  of  the  18.  or  MaTor  7.  arising  from  the 
Harmony  of  the  Dominant  by  the  supposition  of  a  7^i^t>elow  its  fundamental  sound  EX" 


But  as  the  supposing  of  a  sound  to  exist  below  that  denominated  the  fundamental  or  radical  sound  is  admitting  into 
a  system  established  on  mathematical  laws,  a  principle  subversive  of  its  foundation, it  does  not  seem  requisite  to  offer 
any  apology  for  pursuing  in  this  Treatise  a  different  path;  as  the  mode  preferred  has  for  its  basis,  the  first  and  leading 
principle  of  all  niitnral  resonance,  as  illustrated  on  Page    16 , 


An  enunicration  of  sucih  of  the  different  Intervals  contained  within  the  Octave  as  are  used  in 
composition  and  have  been  illustrated  in  the  course  of  this  work  with  a  reference  to  their  deri  _ 
_vation.  The  middle  Column  shews  the  Sig-natures, which  the  Roots  belong-ing-  to  their  respec. 
_tive  Intervals  bear,  - 


Intervals 


The  lowest  of  these 
two  notes  is  the  Root 


Mii\or  2 


5 


Th  e  highest  is  the  Ro  ot 

nd  0   

Major  2. 


A  Semitone  below  the 
under  note  is  the  Root 


+2".^ 


i 


composed  of 


1  Semitone 


1  Tone 


4^' 

AM^orthirdbelow  the 
-under  note  is  the  Root 


i 


iTone  &  1  Sem: 


2  Semitones 


Diminished 


Perfect 
4 


4.  i> 


^— -rr 


Superfluous 


1  Tone  &  1  Sem: 


2  Tones 


ITone  &  2  Sem: 


2  Tones  &  1  Sem: 


3  Tones 


derived  from 
iheHarmonj  of 

Sig-natures  of  the 
Roots 

  V9,   


th 


b.9  ' 

is 


if 


1 


its  Inversion 


The  highest  of  these 
two  notes  is  the  Root 

Major 


The  lowest  is  the  Root 


A  Semitone  below  the 
upj?er  note  is  the  Root 


composed  of 


6  Tones  &  1  Sem: 


4  Tones  &  2  Sem: 


XT 


A  Major  thirdbelowtht 
upper  note  is  the  Boot 


;  Major  6 


4 


DominantHarmony 
on  that  of  the  Key 


3 
1 


b? 
.5 


th  0 


Minor  6 


Superfluous 


3  Tones  &  3  Sem: 


S  Tones 


4  Tones  &1  Sem; 


3Tones&  2  Semj 


Perfect 
_  J 


XT 


IX 


Diminished 
,th 


4  Tone  s 


3  Tones  &  1  Sem: 


2  Tones  &  2  Sem: 


ITone  above  the  lowestnoteisthe  Root  1  Tone  above  the  upper  note  is  the  Rpot 

From  the  above  Table  it  inay  he  observed, that  by  Inversion  a  Major  Interval  becomes 
Minor,  a.  Minor  becomes  iVIapr  nnd  a  bb  becomes  x 


Of  these  Intervals  it  is  lo  be  observed  that  they  are  disting-uished  by  difiVreiU  Terms  suited 
to  exprefs  their  particular  qualities,  according-  to  the  various  degrees  of  which  they  are  com  _ 

.posed;  namely.  Perfect  and  Imperfect, Maj Or  and  Minor,  Superfluous  and  Dimi- 

_llislied, these  terms  are  applied  in  the  following-  manner,  the        and  .5*.**  are  denominated 

Perfect  when  they  are  found  in  that  degree  in  which  the  Diatonic  Major  and  Minor  Scales 

produce  them,when  th^y  exceed  that  deg-ree  they  are  denominated  Superfluous, and  when 

they  fall  short  of  it  Diininislied,or  (as  exprefsed  by  some  Authors)  Imperfect .  Those 

rd 

Intervals  which  the  Diatonic  Major  and  Minor  Scales  produce  in  different  degrees  namely, the  3. 

tb  .  th     '    nd        .     -  . 

and  7.  with  their  Inversions  the  6.  and  2.  are  m  their  g-reatest  degree  denominated  Major  or  Sharp, 

and  in  their  lesser  deg-ree  Minor  or  Flat, when  these  Intervals  exceed  their  Diatonic  deg-ree  they 

become     (or  extreme  sharp)  and  when  they  fall  short  of  it      (or  extreme  flat.) 

The  foreg'omg'  Intervals  are  classed  under  these  two  general  Heads 

\    ■  ■  '  ■ 

Concords  and  Discords 


Major  and  Minor 


4*!!'  Perfect 


^^^^  Perfect 


Major  and  Minor 


8.     Absolute  -x 


Jii  ,     of  all  descriptions 


+6*!" 


of  all  descriptions 
Major  and  Mimor 


The  peculiar  properties  of  these  two  g-eneral  species  of  Harmony  having- been  already 
.dated  on  Page  31  renders  any  fuifther  observations  thereon  unnecefsary. 


i  ll     reason  of  avjilyiiiij  this  Term  to  the    ConcoTd  of  the  8^*^  may  be   <iis(•o^  ot'd  on   Page  17 


■      ,      ■    '   /■       ■     '      "     ■        '     -  _ 
Exercises  on  all  the  different  Intervals  used  in  Composition . 

Apply  to  each  Interval  its  respective  Sig-nature  according;  to  the  numher  of  Tones  and  Semi_ 
.tones  of  which  it  is  composed,  ag*reeable  to  the  Example  griven  in  the  four  first  Bars. 

To  exprefs  a  Major  or  superfluous  Interval  draw  a  dash  throug-h  the  f ig-ure  thus  2e'.  To  exprefs 
a  Minor  or  diminished  Interval  place  a  b  hefore  the  figure  thus  bs. 


- — ^ 

4f 

c7  bo 

L-^^  

r  -h-e — 

 O — 

to  *° 

bo  . 

■bi> 

— ^ — i-i  V& — 

— a — • 

bo-    -  1 

h~ — 

 .  -o — 

1  ^ 

1  0  ■  

bi>  '^'^^^  1 
 e — 

J^o    ^  1 

— 0 — I — 

— #0-, 

Itfo  1 

-^tr.  ^ 

1 



-j:o  '   _■ 



 0  1 

-^Jn  ^  B- 

"  ■  I 

Express  the  following*  Intervals  in  notes; 

in  the  manner  of  the  first  three  Bars. 


f —  w- 

1  o 

bbs 

— 0  

— 0  

b  f ->  ■  — 

-^o  

Uo  

b52 

-^t.-, — -i 

bo     ■"-  ' 
bb7 

4 

— 0  

1     . .   

b3 

-^0  

X6 

-M-^ — 

IS 

hfO    :  ■  1 

xo   

^!^0_  

4+ 

bb7 

-^^o  1 

Hrrr  1 

1^  J 

bt> 

— O  J 

1^0 — J 

SB 


In  the  following-  Exercises  the  Student  is  to  apply  to i  each  Interval  the  Root  from  whence  such 
Interval  is  derived,with  its  appropriate  sig-nature,  as  illustrated  on  Pag-e  66  and  then  express  the 
full  Harmony  of  such  Root  in  the  middle  line,  as  exemplified  at  the  beg-inning- of  the  first  Exercise. 

When  an  Interval  is  common  to  more  then  one  Jloot,  an  additional  note  is  occasionally  introdu. 
_ced  in  the  middle  line,  or  the  Root  required  g-iven  in  the  lower,  for  the  purpose  of  confining-  the 
Pupil  to  the  Harmony  preferred, and  in  cases  where  such  g-uides  are  not  iaffofded,the  Harmony  is 
to  he  reg-ulated  by  the  following"  g-eneral  rules. 

1  The  first  Harmony  of  each  Exercise  must  be  that  of  the  Key. 

2  Each  Exercise  mtist  conclude,  with  a  perfect  Cadence. 

3  Every  Dominant  Harmony  is  to  be  succeeded  by  the  Harmony  of  the  Key  unles  anyone  of  the 
notes  g-iven  differs  from  such  Hiarmony. 

4  Sirnple  Harmonys  are  to  be  preferred  to  Compound  ones  ag-reeable  to  the  following-  order  . 

Progression  of  Harmonys  from  Simple  to  Compound. 

Compound 


Simple 

S 
3 


i 

3 


Double  Compound 
9 

i 

3 


6  No  Modulation  is  to  be  made  by  the  introduction  of  a  sound  foreig-n  to  the  Key  established,  un_ 
_ less  the  Intervals  g:iven  require  it. 

6  When  any  foreig^n  sound  appears  among-  the  Intervals,  it  requires  a  Dominant  Harmony  for  its 
Accompaniment. 

7  When  the  Dominant  Harmony  is  used  on  the  Key  note  or  on  the  3  .  of  the  Key  such  Key  note 

rd  .  . 

or  its  3.  must  be  written  in  the  Roots  and  the  Dominant  placed  over  it,  as  exemplified  in  the  se_ 
_cond  Bar  of  Pag-e  60. 

The  fig-ures  applied  to  several.  Bars  of  the  first  four  Exercises,  shew  by  which  of  the  above  Rules 
their  respective  Harmonys  are  to  be  reg-ulated.  ^ 

-a 


XT 


6 
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^0        these  E^it^rcises  the  Student  is  recommended,  first  to  write  the  denomination  "of 
e^ch  iTntervit!  over  the  Treble  notes  and  then  refer  to  Page  66  for  the  Roots  of 
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A  representation  of  all  the  ORIGINAL  HARMONY S  used  in  Com  _ 
-position  with  the  sig-natures  of  their  ROOTS  and  INVERSIONS. 


The  fig-ures  over  each  of  these  Harmonys  refer  to  the  Pag-e  in  which  such  Combinations  have  been 
treated  of 

Double  Compound 


Simple 


Compound 


The  above  Examples  represent  orig-inal  Harmonys  of  three  Clafsesj  1^  The  simple  Triad  in  its 
three  different  states, 2".*^ The  Discord  of  the  7- and  l?7,  founded  on  the  aforesaid  Triads;  3^.^  The 
Discord  of  ^  and  \>9  founded  on  the  Harmony  of  the  l?7.  As  the  Discord  of  the  7  has  for  its  basis 
the  Harnionic  Triad,  this  Triad  is  therefore  termed  the  fundamental,  or  efsential  Concord;  and  as 
the  Harmony  of  the  7.  is  in  the  same  manner  the  foundation  of  the  9,  the  7  is  on  that  account  term _ 
_ed  the  fundamental  or  essential  Discord. 

The  g-eneral  application  of  the  above  Harmonys  in  the  Major  and  Minor  Scales  is  as  follows. 
N?l  and  2  The  M^or  and  Minor  Triad  are  used  in  various  parts  of  the  Scales  as  illustrated  in  the 
Exercises  on  Pag-e  20 

N?3  The  Imperfect  Triad  is  used  on  the  7*.^of  the  Major  and  on  the  2".  of  the  Minor  Scalfe,in  the 

Major  Scale  it  is  g-enerally  succeeded  by  the  Harmony  of  the  4.  of  the  Scale  and  in  the  Minor  Scale 

■  ,   •    ^  I- 

by  that  of  the  Dominant. 

N?5  The  Imperfect  Triad  with  its  7*.^  is  applied  in  the  same  manner,  as  the  simple  Imperfect  Triad 
N?6  The      may  be  applied  to  the  2".V.'^and  6?of  the  Major  and  to  the  Tonic  and  4.oftheMinorScale 


N?7  The  >  to  the  Tonic  and  4\''of  the  Major  and  to  the  37 and  eV'of  the  Minor  Scale 


rd 


N?4.8  and  9  are  Dominant  Harmonys  consequently  applicable  to  the  ^?of  their  respective  Scales 
ony  Altho  the  Signatures  of  the  Inversions  of  the  different  Harmonys  of  the  7%re  many  of  them 
similar,  they  may  easily.be  distinguished  from  each  other  by  the  part  of  the  Scale  wliichthey  occupy. 


NJ   The  Letter  R  denotes  Root 


The  Dominant  Harmony  with  its  diminished  A.  as  illustrated  on  Pag-e  6S  mig-ht'haye  heen  add_ 
_ed  to  the  foreg-oing-,  but  as  it  can  but  seldom  be  used  with  g-ood  effect,  in  any  other  state  than  that 


of  its  2^*?  Inversion,  it  does  not  seem  suited  to  be  clafsed  with  those  which  are  of  g-eneral  appli_ 
_cation,on  which  account  a  distinct  representation  of  this  Harmony  in  its  threefold  state  is  here 
subjoined.  > 
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1 

As  from  this  Harmony  in  its  most  usual  state  of  Inversion  arises  the 
Interval  of  a  X6\^  it  is  therefore  by  most  Theorists  denominated  the  Chord 
of  the  X6*^  whatever  sounds  appear  in  Music  different  from  these  orig-inal  b^'^ 
Combinations  are  not  to  be  considered  as  essential  Harmonysj  such  sounds  are 


X6*.*' 


-2"''  Inversion. 

denominated  Accidental, or  Irregular,  and  arise  from  these  fundamental  Chords  in  a  way  of  Transi_ 

_tion.  Anticipation  or  Suspension;  of  this  description  are  to  be  considered  the  tvvo  HarmonyS 

.  .  rd 

illustrated  on  Page  66  that  of  the  Dominant  Harmony  on  the  Tonic  and  its  3.  These  two  Har« 

d 

_monys  are  there  exhibited  in  their  Compound  and  Double  Com:  state  and  exemplified  by  Transit 

_tion,  being:  an  admissible  licence  used  in  passing-  from  one  reg-ular  Harmlony  to  another,  and 
although  they  are  sounds  too  harsh  for  the  Ear  to  dwell  on, yet  their  aid  in  Music  is  important, 
as  the  desire  they  excite  in  the  mind  for  a  succeeding  Harmony  whereon  the  Ear  can  rest  with 
satisfaction, g-ives  to  such  Harmony  when  heard  a  consequence  far  beyond  what  it  would  other. 

_wise  possess;  such  indeed  is  the  effect  of  Discords  in  g-eneral,but  particularly  of  thosf  whose  com.. 

»ponent  parts  are  more  than  usually  extraneous. 

Before  we  proceed  to  a  consideration  of  those  Harmonys  which  arise  in  away  of  Anticipation  or 
Suspension  of  the  orig-inal  Chords,  it  is  necessary  to  .render  a  g-eneral  knowledg-e  of  those  already 
treated  of  more  familiar  to  the  mind  of  the  Student,  for  which  purpose  the  following- Exercises 
are  proposed. 


6*1 


Essay  XII 

On  Accompaniment. 


There  are  laws  established  in  regfard  to  the  well  reg-ulating-  of  Accompaniment  which  it  is  ne 
_cessary  to  hring;  gradually  forward  under  the  eye  of  the  Pupil,  these  cheifly  relate  to  the  pro  _ 
_g-ression  which  certain  Intervals  are  required  to  take,  Jtnd  the  consequent  necessity  of  douMing- 
some  sounds  in  a  Harmony,  and  of  avoiding"  the  doubling  of  others.  ^  The  Intervals  not  per_ 
_ milted  to  be  doubled  in  Accompaniment  on  account  of  their  predominant  effect  on  the  Ear  are 
the  sensible  note  or       of  the  Dominant  Harmony,  and  Discords  in  g-eneral;the  occasional  doub_ 
_ling  of  the  Intervals  cheifly  arises  from  the  progression  or  resolution  of  the  Discords^most  of 
which  are  required  to  descend.  It  is  to  the  Discord  of  the  bz^^  alone  in  this  point  of  view  that 
the  attention  of  the  Student  is  requested  in  the  following-  Exercises,  the  other  Discords  will  be 
more  particularly  treated  of  hereafter.  The  underwritten  Examples  will  afford  an  illustration 
of  the  present  subject . 

RULE  1.  The  sensible  note  must  not  be  doubled.  Exemplified  at  A. 
RULE  2.  The  Discord  b7  must  not  be  doubled.       Exemplified  at  B. 

RULE  3.  The  Discord  b7  requires  a  descending-  prog-refsion(or  resolution)t6the  nextHarmony  C 
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Accompaniment 

Harmonic 
Bass 

Roots 

A.  The  3.  of  the  Dominant  Harmony  being  used  m  the  Bass  is  omitted  in  the  Accompanimer;* 

B.  The  b7  on  Dominant  Harmony  being  used  iji  the  Bass  is  omitted  in  the  Accompaniment. 

rd 

C.  The  desscending  resolution  of  b7  and  the  consequent  doubling-  of  the  3.  in  the  nextHarmony 


By  proKrefsion  is  signified  that  particular  course -which  soiinfl*  tako  in  a  Composition 
descending  progression 


ascending  progression 


By  the  douhling  oT  an  Interval  is  to  be  understood  the  expressing  of  the  same  in  two  d> 

„  —  A-Q   .  , 


r  r.  ..t  |>jrf<:  of  the  Harmony  ExAMPLE 


The  Letters  A.  B.C.  in  the  following-  Exercises  refer  the  Student  to  such  one  of  th«^  foreg-o, 
-ing-  rules .  as  is  applicable  to  the  Harmony  so  distinguished . 

As  the  !D.ominant  Harmony  naturally  requires  the  Harmony  of  the  .  Key  to  follow  it  and fliere. 
•_hy  form  a  Perfect  Cadence,  whenever  the  Dominant  Harmony  is  succeeded  by  any  other  than 
that  pf  the  Key,  the  Cadence  is  said  to  be  interrupted,  this  may  be  done  in  various  ways,  some 
of  which  Will  appear  in  the  following-  Exercises.     The  6*.*^  Rule  g-iven  on  Page  .59  is  hereiri^o 
be  attended  to  that  whenever  a  sound  foreign  to  the  Key  appears,  such  sound  must  be  consider- 
_ed  as  a  branch  of  a  Dominant  Harmony.     Observe,  the  If  in  the  .9\^  Bar  of  the  1^.*  Exfercise 
is  not  a  foreign  sound,  but  is  the        belonging  to  the  ascending  order  of  the  Minor  Scale; 
this  distinction  must  be  made  in  all  similar  passages . 

When  two  or  more  signatures  are  applied  to  one  Bass  it  is  to  be  understood  that  the  Harmo_ 
_ny  of  such  Bass  changes,  and  therefore  requires  as  many  different  roots,  as  there  are  different 
Signatures.  The  following  Example  will  further  illustrate  this  remark. 
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The  Student  is  required  to  apply  the  Roots  and  Accompaniments  in  the  following  Exercises 
according  to  their  signatures,  in  the  manner  illustrated  in  the  first  three  Bars,  and  to  signify 
the  modulations  'used,  by  marking  every  Dominant  Harmony  with  the  Letter  D,  in  the  same  man 
_ner  as  in  the  Exercises  on  Page  36,     Harmonys  having  the  Letter  T  placed  over  them  are 
_  not  to  be  .  considered  as  Dominants,  but  as  transient  Harmonys  used  by  way  of  licence  in  pafsing 
from  one.  Harmony  to  another*  the  nature  of  these  Combinations  will  be  more  fully  explained 
hereafter .  . 
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In  order  to  obtain  further  opportunity  of  exercising"  tlie  foreg*oing-  Harmonys  the  Student 
may  transpose  these  Exercises  into  other  Keys  j,  the  method  of  doingf  which  forms  the  Subject 
of  the  next  Essay. 


Essay  XIII 

On  Transposition. 

1  ransposition  is  the  art  of  transferring-  apiece  of  Music  from  its  orig-inal  Key  to  som'^ 
other  of  the  same  species,  and  has  its  use  both  in  Vocal  and  Instrumental  lyiusic,  in  the  former 
the  Accompanist  is  thereby  enabled  to  accomodate  the  particular  compass  or  powers  of  the  Sing-er, 
by  accompanying  the  Piece  in  such  Key  as  may  be  best  suited  either  to  display  thei  excellencies, 
or  conceal  the  defects  peculiar  to  the  voice  of  the  Performer.  In  Instrumental  Music  it  frequent. 
_ly  happens  that  the  parts  to  be  performed  by  particular  Instruments  such  as  Trumpets,  Horns, 
Clarinetts  iitc.  are  on  account  of  the  peculiar  nature  of  such  Instruments,printed  in  different  Keys 
from  the  other  parts  of  the  Score,  To  give  the  general  effedt  of  an  Instrumental  piece  on  the  Piano 
Forte  all  the  prominent,  or  leading  parts  of  the  Composition  must  be  heard,  and  when  such  parts' 
are  found  in  those  staves  of  the  Score  which  are  appropriated  to  the  above  mentioned  Instruments 
recourse  must  be  had  to  the  aid  of  Transposition,  for  the  purpose  of  reducing-  all  the  parts  to  one 
Key,  of  this  the  few  following-  Bars  will  afford  an  Example, 


In  the  above  piece  three  different  Keys  appear^in  the  Score  the  Trumpets  and  Horns  being  in  C, 
the  Oboes  and  Clarinetts  in  F,  and  the  Bassoons  in  bE,allof  which  are  reduced  to  one  Key  (that 
of  bE)  by  means  of  Transposition  for  the  Piano  Forte  as  is  seen  in  the  lower  line  .. 


69 

It  is  to  be  observed  that  no  piece  of  Music  can  be  transposed  into,  a  Key  of  a  different  spo_ 
_cies  from  that  of  its  orig-inal,  Avithout  an  entire  chang'e  of  Character  being-  produced  thereby; 
thejeefore  by  Transposition  is  only  to  be  understood  the  transferring*  of  a  Piece  from  one  Major 
Key  into  another  Major  Key,  or  from  one  Minor  Key  into  another  Minor  Key,  the  different 
order  of  the  Major  and-Minor  Scales  preventing-  the  Transpjosing-  of  a  piece  from  one  Species  to 
the^  other.  Transposition  may  be  made  by /two  different  methods  equally  simple  and  easy 
in  their  application.  First,  by  observing  that  every  note  of  the  transposed  copy, bears  the  same 
relation  to  its  Tonic, that  its  correspondent  note  in  the  orig-inal  bears  to  the  orig-inal  tonic. 
Secondly,  By  making  every  succeeding-  note  of  the  transposed  copy  stand  in  the  same  relatiori 
to  its  preceding"  note,  that  such  relatives  bear  to  each  other  in  the  Origfinal. 


First  Method. 


Orig"inal 
in  GKey 


in  G  Key 
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Second  Method. 
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The  fig-ures  used  in  the  first  Example  shew  the  distance  of  each  note  of  the  Air  from  the  Key  note. 
The  Letter  K.  signifies  Key  note. 

In  the  second  Example  the  Letter  T.  sig-nifies  that  the  note  over  which  it  is  placed  is  oneTone 

distant  from  the  preceding  note. 
The  Dot  placed  over  the  Letter  (thus  T  )  signifies  that  the  progfression  is  ascending",when  placed 

under  the  Letter  that  it  is  descending. 
I7S  signifies  Semitone  Minor, -Sr  Semitone  Major. 
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EXERCISES  on  TRANSPOSITION. 


The  Student  is  required  to  Transpose  the  following-  Air  into  the  different  Keys  underwritten. 


First  Method 

The  fig-ures  applied  to  the  several  notes  shew 
their  relation  to  the  orig-inal  Tonic  which  f  i  _ 
-g-ures  being"  copied  into  the  following- Exercises^ 
will  he  the  Pupils  g-uide  for  proceding-,  as  illus» 
-trated  in  the  Exercise  in  G  Key . 


A3    4    «2  34  3  K  ^  4f  4  3  K232  K 


K3^72^ 

w — W 


Second  Method 

The  Exercises  on  this  si^e  ^re  to  be  written 
according-  to  the  second  rule, by  copying-  the 
distance,  in  which  each  note  stands  related  to 
its  preceding-. 
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The  4  Exercises  in  the  Keys  of  F,  bB,l?E,and  !?A,shew  that  a  Sharp  when  transposed  will  in  cer_ 
_tain  Keys  be  represented  by  a  natural, and  a  natural  by  a  Flat. 


Essay  XIV. 


7] 


On  the  method  of  ANALYZING  a  COMPOSITION. 

Before  we.  proceed  further  it  seems  necessary  to  afford  the  Pupil  additional  means  of  familiari- 
_zing-  the  elementary  parts  of  "the  Science  already  communicated,  this  will  be  best  done  by  point-. 
_ing^  out  the  method  by  which  the  various  parts  of  a  Composition  however  complex  or  multifari, 
-ous  in  their  construction,  may  (if  reg-ularly  formedjbe  reduced  to  their  first  principles; by  which 
it  will  appear  that  all  the  diversity  of  effect  produced  in  the  several  compositions  of  differept^ 
Composers,  arises  only  from  g-iving:  different  forms  to  the  same  radical  Elements  of  the  Science, 
This  Exercise  will  improve  the  Students  aquaintance  with  all  the  original  Harmonys  however  .ob_ 
_scured,or  varied  they  may  be  rendered  in  their  appearance  by  the  art  of  the  Musician,andby  an 
habitual  attention  to  the  different  methods  in  which  eleg-ant  Composers  treat  them,  a  deg-ree  of 
Taste  may  . be  acquired  in  the  execution  ofg-ood  Music  in  reg-ard  to  particular  Emphasis  of  Ex_ 
-pression  as  well  as  g-eneral  energ-y  in  effect, that  cannot  fail  to  interest  the  minds  of  hearers  in  its 
favor.  It  seems  necessary,  to  remark  that  sounds  have  the  same  variety  of  force  and  con- 

_nection  in  their  Harmonic  sense  that  words  have  in  their  Grammatical  construction.  Music  is  a 
langxrag-CjWhich  as  much  as  any  other  addrefses  itself  to  the  pafsions  of  men  thd*  all  are  not  equal- 
ly susceptible  of  its  effects;  It,like  other  langnag-es  possesses  its  essential  as  well  as  relative  terms, 
or  parts  of  Speech,  and  admits  of  both  a  Prosaick  and  Rhythmical  construction; this  analog-y  will 
(as  far  as  useful^  be  more  fully  explained  hereafter.  The  Harmonic  or  Grammatical  con 

_struction  of  the  following-  Exercises  is  formed  ot  two  Terms,  Essential  sounds, and  Copulatives  or 
occasional  sounds,the  former  make  a  constituent  part 'bf  some  original  Harmony, the  latter  have  no 
part  in  the  Harmony,  but  are  occasionally  useful  in  uniting-  of  those  which  have,  they  are  in  g-ene_ 
_ral  denominated  Transient  notes,  of  which  an  Example  has  before  been  g-iven(see  bottom  of  Pag-e 
4l)  it  is  to  a  discrimination  of  these  sounds  that  the  attention  of  the  Student  is  invited  in  the 
following-  Exercises  . 

Analysis  of  Composition. 

Each  Bar  of  the  following  Airs  is  formed  of  one  Harmony  only,  the  Root  of  which  the  Student 
is  desired  to  express  in  the  bottom  Line.  The  fifth  and  seventh  Bar  of  the  first  Part,  and  seve-.i 
^ral  more  in  the  second  Part,g-ive  an  example  of  Transient  sounds  Used  in  turn  with  Harmonics, 
these  are. to  be  disting-uished  by  crosses  in  the  manner  exemplified. 

The  Harmonic  Basses  marked  thus  V  are  to  be  figured  according-  to  their  distance  from  the  Roots. 
The  Harmonys  according  to  Rule  4  Page  .59  are  to  be  resolved  intb  their  most  simple  state. 
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On  IrreguLiAr  Hap.mqnys. 


Having"  fully  illustrated  all  the  Reg-ular  or  Orig-inal  Harmorsys  used  in  Composition, we  now 
proceed  to  the  investig-ation  of  those  which  are  deemed  Irreg-iilar,  or  Accidental;  these  as  hefore 
observed  arise  from  the  fdrmer  in  a  way  of  Suspension,  Anticipation  or  Transition . 

Suspensions  are  produced  by  prolong-ing-  the  sound  of  one  Harmony,  till  it  forms  a  part  of 
the  next,  by  doing"  of  which  a  branch  of  the  second  Harmony  is  retarded, or  in  the  lang-uag-e  of 
Musicians,  Suspended.    The  following"  Examples  will  illustrate  this  operation. 

^9  8' 


Example  1. 


r  Tq  r  II 

This  Example  shews  the  Retardation  or  Suspen_ 
-sion  of  the  8,  which  is  produced  in  the  following- 
manner.   The  upper  note  in  the  sfecond  Harmony 
of  the  Bar  is  prolong"ed  so  as  to  form  apart  in  the 
next  Harmony  wherein  it  occupies  that  place  which  would  otherwise  be  filled  by  the  S^^The  8^^be_ 
-ing"  thereby  retarded  till  the  last  part  of  the  Bar,  occasions  this  operation  of  Harmony  to  be  deno_ 
_min ate d  the  suspension  of  the  8.  The  8.  is  in  this  case  said  to  be  retaMed  by  the  s!"  because  the 
note  A ,  which  is  prolonged  from  the  second  Harmony,  and  occupies  the  place  of  the  8*1*  on  the 
third  Harmony  forms  a  .9*^  to  the  Bass,  -  ^ 


Example  2. 


This  Example  shews  the  suspension  of  another 
part  of  the  Hampnic  Triad, that  of  the  3  .  The  upper 
note  in  the  second  Harmony  of  this  Example  is  pro 
Il__long"ed  so  as  to  form  a  part  of  the  next  Harmony, 
wherein  it  occiipies  that  place  which  would  otherwise  be  filled  by  the  3^.^  the         being-  thereby 
'  retarded  till  the  last  part  of  the  Bar  occasions  this  operation  of  Harmony  to  be  denominated  the 
suspension  of  the  3^J*     The  S^.  is  in  this  case  said  to  be  retarded  by  the  4*^  because  the  note 
C,  which  is  prolonged  from  the  second  Harmony  and  occupies  the  place  of  the  3^^  on  the  follow, 
-ing"  Harmony  forms  a       to  the  Bass , 

6  ^ 


Example  3 


i    J    J  ij: 


6  ' 
4 


As  there  are  three  sounds  employed  in  the  Har_ 
_monic  Triad,  it  is  capable  of  three  suspensionsbut 
as  the  remgiining  one  illustrated  in  this  Example 
(that  of  the  5'!*)  exhibits  only  an  Harmonic  con  _ 


..ftruction  similar  to  the  first  Inversion  of  ihe  Triad  it  nced>  no  further  explanation. 
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The  Triad  admits  of  having-  its  S^and  3*^  suspended  in  a  manner  different  from  the  foreg-o. 
>ing-  Examples.  The  former  Suspensions  are  said  to  be  from  above, because  the  Discords  which 
suspend  the  8.  and  3^.  are  one  degree  above  the  Intervals  which  they  suspend,being  the  9*^and  4^ 
These  two  Intervals  are  equally  capable  of  suspensions  from  below,  which  operations  takes  place 
when  the  Discords  which  suspend  the  8*.*^  and  S^.'^  are  one  deg-ree  below  the  Intervals  suspended, 
as  may  be  seen  in  the  following  Examples  .  ' 

78 


rd 


Suspension  of  the 
th 

8.  from  below 


Suspension  of  the 
rd 

3 .  from  below 


The  HarmonicTriad 
admits  likewise  of 
being  suspended  ir 
the  Bass. 


r 

3 


The  Harmonic  Triad  admits  of  Suspensions  on  its  Inversions  as  well  as  on  its 

Root  which  the  following-  Examples  will  illustrate. 


Suspension  of  the ^  ^  i>> 

# 

of  the  Triad  being^ 
the  suspension  of^ 
the  original  8 , 


from  above  on' 
the  Inversion 


Suspension  of  the 
3^^from  above  on 
the  1'.  Inversion 
of  the  Triad  bein^ 


the  suspension 
the  original  6 


4  b 


4^3 


Suspension  of  the 
8."  from  ab  ove  on 
the  1^.*  Inversion 
of  the  Triad 
the  suspension 
the  origin; 


'iad  being-"S 
ension  of  t\ 
nal  3^^  .\E 


i 


mi 


9  's 


e  8 


■  St 


The  suspension  of  the  6.  from  helow  is  not  used. 

i 


the  original  8*^ 


i 

f 

Suspensio  of  the 
8*^  from  b  elow  on 
the  1.  Inversion 
of theTriad being-'  \ 
the  suspension  ofy^;fl-| — 
the  original  3^.^ 


The  Harinonic  Triad 
likewise  admits  of 
a  Suspension  in 


St 


the  Bass  on  its  1. 
Inversion , 


4 
2 


7  8 


4^6 
2  2 


„  n  o  -th 
Sus.  of  4. 

from  above 


f — 

^  nd 

Examples  of  suspension  in  the  Triad  on  its  Inversion. 

Sus.  of  6*^ 
from  below 

J  , 


original  8  . 


Sus .  of  8*.'' 


Sus.  of  6*.** 


from  above, 


Sus. of  4*.^ 


from  below 


Suspension 
in  the  Bass. 


original  6*1* 


ongmal  .1 . 


original  8* I' 


original  3>^^ 


» 


.  A  General  view  of  thfe  foreg-oing-  Suspensions 

of  the  HARMONIC  TRIAD  on  its  ROOT  and  INVERSIONS  . 


Suspension  of  the  S^l 

from  above. 


rd 


Harmonic 


3ZE 


4  3 
Roots 


Bass 
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Suspension  of  the  5. 

from  above . 
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th 


Suspension  of  the  8  . 


from  above. 
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7  6 


X2l 


S  4 


Suspension  of  the  t^'!' 

from  below. 


rd 
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Suspension  of  the  8, 

from  below. 
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Suspension 

of  the  Bass  . 
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xx 


There  are  many  Harmony s  in  the  above  Examples  which  resemble  the  orig-inal  ones  be« 
fore  treated  of,  nor  can  the  difference  at  present  be  made  to  appear,  as  it  relates  tp  those  laws 
which  reg-ulate  the  Progrefsioh  of  Roots;  when  these  are  explained  it  will  be  seen  that  the  Har_ 
_monys  alluded  to  cannot  be  essential  ones,  as  the  Progression  they  would  make  iii  suph  case 
is  disallowed.  -  , 
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Essay  XVI 


On  the  Preparation  and  Resolution  of  Discords. 

Discords  tho'  in  general  from  the  nature  of  their  construction, too  harsh  and  disagreeable 
to  be  heard  alone,  yet  when  judiciously  connected  with  Concords,are  the  means  of  furnishing" 
that  variety  of  effect  in  Harmony,  without  which  it  would  be  insipid  and  uninteresting. 

In  order  to  correct  the  harshness  attending  most  of  these  combinations, the  laws  of  Music 
require  them  in  general  to  undergo  an  Harmonic  process  so  calculated  to  meliorate  their  na^ 
tural  crudeness,that  instead  of  disgusting  the  Ear  they  are  thereby  render d  harmonious  and 
gratifying.  This  qualifycation  arises  from  a  double  operation  of  Harmony,  the  1^?^  termed  Pre- 
paration the  2".^  Resolution.  The  preparation  of  a  Discord  consists, in  making  the  same  note 
which  forms  the  Discord  in  one  Harmony,  stand  in  the  relation  of  a  Concord  in  the  Harmony 
immediately  preceding  it,  thus  in  the  following  Example  of  the  suspension  of  the  8.  by  the  5^ 


the  note  A  which  makes  the  Discord  9  on  the  second  Harmony,  previously  forms  the  Concord 


of  the  3^^  on  the  Harmony  immediately  preceding 
nection  is  made  between  these  two  Harmonies  than 
and  the  Discord  thereby  so  qualified, that  when  heard. 


by  this  means  a  closer  con  ^ 
would  otherwise  subsist, 
its  effect  is  rich  and  har-  • 


monious  instead  of  being  sudden  and  harsh!*^  The  Resolution  of  a  Discord  is  that  operation  of 
Harmony  which  regulates  its  progression,  and  requires  it  to  move  by  a  Diatonic  degree  into  the 
following  Harmony, this  degree  is  either  ascending  or  descending  according  to  the  nature  of 
the  Discord,  as  seen  in  the  following  Example. 
and  Resolution  admit  of  certain  exceptions 
which  will  be  given  in  their  proper  place. 


7=^ 


P 


The  rules  of  Preparation 
as  well  as  modifications  . 


There  are  particular  cases  in  which  some  of  the  Intervals  hitherto  treated  as  Concords  become 
Discords, and  undergo  Preparation  and  Re  solution,  whenever  it  happens  that  any  two  Intervals  or 
parts  of  a  Chord  stand  in  a  Diatonic  relation  (that  is  in  the  connection  of  a  Tone  or  Semitonej  whi- 
ther in  its  original  or  inverted  state,  one  of  such  Intervals  is  always  considered  and  treated  as  a 
Discord,  there  are  two  causes  which  occasion  Concords  thus  to  change  their  denomination  and  . 
to  become.  Discords, Suspension jand  Inversion, which  the  following  Examples  will  illustrate. 

In  the  1^.*  of  these  Examples  the  Interval  4  being 
combined  with  the  ^  to  which  it  stands  in  the  re  - 
lation  of  a  Tone,denominated  a  Discord, this  4 . 
arises  from  Suspension  and  in  that  respect  dif- 
fers from  the       which  is  formed  by  the  2^^.*^  Inversion  of  the  Triad  as  illustrated  on  Page  26.  a 


general  rule  for  deciding  the  nature  of  the  4*^  is,  that  when  it  is  an  Inversion  of  the  i^.Mtis  aCon 
cord,but  when  a  4^^^to  the  Root  it  is  a  Discord.  In  the  2**.^  Ex:  the  Interval  J  being  combined  with 

the  6  becomes  a  Discord; in  the  3^Ex:the  Interval 3 being  combined  with  the  4,is  treated  as  a  Discord. 

—  -—  ^  _— 

In  florid  Composition  this  operation  of  Harmony  is  frequently  set  aside, and  the  Discord  used  without 
preparation,  sometimes  as  an  Apogiatura,and  sometimes  as  an  essential  sound,  but  in  the  slow  and 
solemn  stile  it  is  requisite,  nor  can  the  law  of  Resolution  be  dispensed  with  in  any  style  without  of  - 
fence  to  the  Ear. 


,th, 
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EXERCISES  on  SUSPENSIONS. 


The  following"  Examples  afford  further  illustrations  of  the  foregoing*  Suspensions,  in  their 
Original  and  Inverted .  state,  with  their  IVeparations  and  Resolutions .  The  Student  is  required 
to  apply  Signatures    to  these  Harmonys,  suited  to  express  all  the  notes  contained  therein;  a 
parallel  line  is  to  he  drawn  from  the  figure  which  denotes  the  Preparation, to  that  which  ex- 
-presseSjthe  Suspension,  and  continued  from  thence  to  the  Signature  of  the  Resolution. 

The  figures  expressing  the  other  parts  of  the  Harmony  are  to  he  placed  immediately  over 
the  Bass  note,  and  between  the  Suspension  and  Resolution  in  the  manner  illustrated  in  the 
first  Exercise. 

The  Letter  P.  denotes  Preparation.  S .  Suspension,  and  R. Resolution. 


Suspension  of  the         from  above,  on  the  simple  Dominant  Harmony,  Prepared  on  the 
Harmony  of  the  Key. 
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Flu  up  the  following;  Exercises  in  the  same  manner  as  the  above. 
PSR     PSR  PSR 
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Suspension  of  the        from  above  on  the  Dominant  Harmony,  Prepared  on  the 
Harmony  of  the  Key. 
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Suspension  of  the  S  from  above  on  the  Key,  Prepared  on  the  Dominant. 
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Suspension  of  the        from  below  on  the  Key,  Prepared  on  the  Dominant. 
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Suspension  of  the  S*^  from  below  on  the  Key,  Prepared  on  the  Dominant. 
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Double  Suspensions  m  the  triad. 


Two  parts  of  the  Triad  may  be  suspended  on  the  same  principles  ks  the  sing^leSuspen-  . 
-.sion,>vhich  the  following^  Examples  will  illustrate.  ^ 


Suspension  of  the  S'^^and  8^  from  a 
-bove  on  the  Key.  Prepared  on  the  Domt 
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SUS:  of  the        and  3^^  from  above . 
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Suspension  of  the  3.  from  above 
and  the       from  below. 
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SuS:  of  the  3^  and  8*?*  from  below, 
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1  Suspension  in  the  Treble,  and  1  in  the  Bass. 
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EXEilCISESon  DOUBLE  SUSPENSIONS. 


Tlif  H,v  udent  is  required  to  fill  up  the  following-  Exercises  according-  to  the  manner  fxensplj  » 

„  Tied.  -  ' 


Double  Suspension  of  the  3'?  and  from  ahove,  in  the  Triad;  Prepai/ed  on  the  Com- 
pound Harmony  of  the  Dominant  ,  ; 
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,  Suspension  of  the  ^*^and  3*^!^  from  ahove  in  the  Triad ,  Prepared  on  the  Hai*mony  of  the 
fourth  of  the  Key. 
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Suspension  of  the  ^^from  ahove  and  the  ^/from  below:  on  the  Harmonv  of  the  Key.' 
N  -  Prepared  oh  that  of  the  Dominant. 
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^    !>MSpenS10n  of  ^l^e  3.  and  S.  from  below  on  the  Key.  Prep ar^- on.  the  Do'minant. 
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TTriplei  Suspensions  are  occasionally  introduced  on  the  Triad, 


33: 


33: 


33: 


The  Student  is  required  to  fig-ure  the  above  Example  according- to  the  nature  of -the  Bus- 
_  pension .  »  ,  ^ 


i^tl    .Various  Suspensions  in  the  Harmony  of  the  I>ominant  . 

-The  Student  is  required  to  fig-ure  the  following-  Examples  according:  lO  the  nature  of  the 
#|  differentr  suspensions . 


9  -8    4  -3   6—^  6  —  7 


All  the  above  Suspensions  may  be  used  in  various  positions  of  the  Harmony.  The  tHple 
Syspension  cannot  be  applied  on  the  1*^    Inversion  of  the  Dominant  without  transg'ressipg 
some  one  of  the  Rules  of  accompaniment. 

Suspensions  are  occasionally  used  on  other  Compound  Harmony s  likewise  on  Double  Corn. 
_pound,but  the  foreg-oing-  Examples  will  be  found  sufficient  to  illustrate  the  nature  of  all. 
The  former  Exercises  exhibit  the  suspensions  and  resolutions  on  one  continued  Bass  the 
rollowing  Examples  shew  the  suspension  and  resolution  on  different  Basses  .  y 


9-3 


9 -A 
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9     4— 3   79    4-3     9    6— .5 

,7     2^3-  .7    -7-— 8     7    4  —  3 


2f-3 


1  8t  2  shew  the"  kesYon  a  different  part  of  the  same  Harmony ,'N?3.  4        shew  the  ResT 
on  a  different  root  N?6  a  Qaudruple  suspension.  N?  7  &  is  Quadruple  Suspensions  ifi  which 
one  Intei-val  is  suspen'ded  in  two  ways  at  the  same  time.N?9  8tlO  Examples  of  suspensions 
prepared  on  Transient  sounds,  a  more  particular  explanation  of  the  nature  of  these  two  last 
^  Examples  will  be  fc  jnd  in  the  following-  pag-e.  \ 


E  S  S  AY 
On  Transition* 


A  species  of  Harmony  different  from  either  of  those  before  illustrated  arises  ^irom  thef 
use  of  su^h  intermediate  notes  as  are  introduced  between  regular  Harmonys;  these  are  de 
-nominated  Transient,  and  are  of  the  same  nature       those  hisfore  exemplified  in \a  wly 
?of  melody  aC  the  bottom  of  Pag-e  41.  when  these' notes  afe  united  with  Harmonic  combiL 
.nations  they  produce  Transient  Chords.  Transient  sounds} are  of  iwo  descrip.. 

_fions.  Regular,  and  Ivre^>  ular;when  thie  Transient  ? notes  are  placed  on  the  first  part  Ohf  . the 
Kssenlinl  Harmony,  the  Transition  is  termed  Irreg-jEar ,  wheTi  placedvon  the 'latter  part  of  th? 
Essential  Harmony  H  is  termed  Rejj*«lar,  which  dictiiitlion  the  follbwing-  Examples  Will  fe 
found  (o  illustrate.  ^  ^/ 


Examples  of  Essential  Harmonys- 


J  The  above  Examples  described 
S.with  passing-  notes  in  Reg-ular 
Transition . 


Essential 
Harmonv) 


ftH*-.— 


m 


Irregul 
Transition 


The  Character  used  by  most  Composers  for  denoting  Irregulai  Transition  is  |  which  is 
placed  over  the  Transient  note  (in  the  manner  exi'mplifn  d  abo\e  )  bv  which  it  is  signified 
that  such  note  is  to  be  accompanied  with  the  Harnion\  of  thf  Essential  soumi  following  it. 
-  The  following;  Examples  illustrate  the  nature  of  Tran'-icnl  Chords.  / 


un: 


.     When  the  Transient  sound  forms  a  part  of  an  Harmonic  combination  in.  the  manner  of  the 
.  above  Exampjtes,  it  is  considered  either^  as  Reg-ular  or  Irregular  according  as  the  part  '^he 
Bar  which  it  occupies  is  ieither  accented,  or  unaccented^ if  it  lies  on  the  accented  part  of  ):t|^e^ 
Bar- l3le' Transition  is  Irreg;tilar,  if  on  the  unaccented  it  is  llrgular* 'which  rt^mark  will  det'er- 
_mine  the;  nature  of  the  above  Transitions;  *it  is  to  be  noticed  tn?;t  no  sound- •merel,y*Transi  .  ■ 
_ent,  affpcfs  the  Root  of  the  Harmony  on  whibh  it  is  introc-nc<  d.  .  •    '  ;i 


r'Wtun  a  paraUei  lute  ^^  drawn  from  one  Harmony  O^er  «f\  i-!-!  fol1o«in.!;  l  otes  it  iijiHifii  N  thot  ttiei^  all  t  -k,v 
I'hf  sann'    A( «  ompanMH'  i.t ,  ' 
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On  Anticipation. 

Anticipation  is  an  Operation  of  Harmony  seldom  used,  therefore  little  need  be  said  in 
respect  of  it.  It  arises  by  introducing"  in  one  Harmony,  a  part  of  the  succeeding". 
The  following  Examples  will  for  the  present  sufficiently  illustrate  its  nature , 


Example 


Essential 


Harmony  ^ 

Example  2 


1—6     The  above  Harm 


5-8 


in  a  way  of  Anticipation        ^  0 


m 


W=0 


i 


In  the  last  Bar  of  Example  l.it  is  to  be  observed,  that  there  are  two  Essential  Harmonies  in  the 
Treble,  but  that  a  branch  only  of  the  last  is  used  in  the  Bass,  the  striking  of  which  Bass  note 
against  the  first  Treble,  and  retaining-  it  on  the  second,  forms  an  act  of  anticipation  with  its 
Resolution. 

The  2*^.*^  Example  exhibits  another  act  of  anticipation  produced  by  giving  half  the  time  of 
,  the  first  note  to  the  Harmony  of  the  second  and  proceeding  in  the  same  manner  through 
the  Passage. 

Having  now  illustrated  all  the  Harmonies  used  in  Composition,  both  in  their  Original,  Inver- 
-ted,  and  Accidental  order,  the  following  part  of  this  work  will  gradually  open  to  the  Student 
the  most  approved  manner  of  treating  them  in  a  way  of  Accompaniment, previous  to  which 
the  following  remarks  may  be  useful. 

Some  Authors  use  an  arithmetical  series  of  figures  in  Thorough  Bass, to  signify  that  the 
sounds  thereby  expressed  are  to  be  played  without  the  addition  of  any  other  part  of  the  Har- 
-mony,and  that  the  position  of  the  notes  is  to  be  that  which  their  correspondent  figures  describe. 


Example 


J  6 
3  4 


7  8  .9 


i 


lou  12 

8  ,9  10 


i 


^  ^  I 

m 


6  S 
4  3 


The  Imperfect  Triad 


is  by  some  Authors  marked  S  . 
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Essay  XIX 

On  THE  Progression  OF  Melody. 

The  Art  of  Accompaniment  consists  in  a  judicious  distribution  of  the  several  parts  of  the  Hari 
-mony,  and  in  so  conducting-  them  as  to  gratify  the  Ear  with  an  agreeable  and  well  connected  . 
melody;  the  chief  guide  to  which,will  be  found  in  the  following  rules  which  respect  the  pro  - 
agression  of  the  upper  Intervals.  There  are  three  Progressions  by  which  all  Harmony  is  re- 
gulated. 

Similar, Contrary  and  Oblique. 

The  Progression  is  said  to  be  Similar,  when  both  parts  ascend  or  descend  at  the  same  time. 

The  Progression  is  Contrary,  when  one  part  ascends  and  the  other  descends  . 

The  Progression  is  Oblique,  when  one  part  is  stationary  and  the  other  in  motion. 


Examples  of  the  threJ 


different  Progressions  1  ^ 


SIMILAR 


.  Of  these  Progressions  the  Contrary  is  the  most  general,  as  it  produces  more  variety  than  the 
two  others,  the  Similar  progression  is  limited  in  its  use  on  account  of  its  causing  disag^reeable 
and  forbidden  successions  of  sounds,  these  prohibited  successions  by  similar  motion  are  Per- 
fect S^^^  and         the  former  of  which  are  never  admitted  in  well  regulated  Compositions,and 
the  latter  only  when  the  whole  of  a  passage  moves  in        for  the  sake  of  some  particular  effect. 

Example  of  forbidden  The  former  Example  cor-  Ex;  of  forbidden  S^^^'by  The  former  Ex: corrected 
^ths  |jy  Similar  motion,  -reeled  by  contrary  motion .     Similar  motion.  by  Contrary  motion. 


f 


These  prohibited  successions  are  at  present  to  be  considered  only  in  regard  to  the  extreme  parts 
of  the  Harmony,  that  is,the  proportion  which  the  upper  Intervals  of  the  Accompaniment  bear  to 
the  Harmonic  Bass;these  upper  sounds  form  the  melody,  and  therefore  require  the  skill  of  the 
musician, to  be  more  particularly  employed  towards  furnishing  it  with  all  the  well  regulated  vari  - 
-  ety  which  is  essential  to  the  construction  of  good  Air,  each  subordinate  part  requires  a  due  re  - 
-gard  to  be  had  towards  a  just  distribution  of  its  sounds,but  the  attention  of  the  Student  will 
not  be  invited  to  these  interior  Intervals  of  the  Harmony,  till  the  next  Essay  is  proposed. 


EXERCISES  on  false  progressions  of  PERFECT  CONCORDS 


1 


i 


1— • 


1=1 


3i 


4 


it 


6 

5 


The  Melody  of  the  ahove  Exercise  affords  many  example&  of  false  progressions,  in  otder 
to  discover  which,  the  Student  is  required  to  fig-ure  all  the  upper  Intervals  of  the  Harmony 
according*  to  their  distance  from  the  Bass,  in  the  mahner  exemplified  in  the  first  Bar,  and 
then  praceed  to  write  an  example  of  the  same  Harmonys  in  correct  progression,in  the  Line  he!: 


-low. 


8^38 


r  r  r.ri 


f- 


Complete  Exercises  on  Thorough  Bass/ 

Most  of  the  following  Exercises  are  extracted  from  the  Compositions  of  CORELLI^  an  an_ 
_tient  classical  Au^or,  celehrated  for  the  rich  variety  of  his  Harmonys, the  flowing  progressi- 
_on  of  his  Basses  and  the  melodious  chasteness  of  his  Air      These  Exercises  afford  various 
examples  of  t^e  foregoing  Suspensions,  as  well  as  every  other  Harmonic  comhination. 


Rules. 


The  Roots  are  to  he  written  in  the  under  Line  with  their  appropriate  Signatures. 
Ail  the  Harmonys  signified  hy  the  Signatures  of  the.  Harmonic  Basses  are  to  he  written  m,, 
the  upper  line;  such  Basses  as  have  no  Sig-natures  are»-Tloots. 

The  upper  notes  of  the  Chords  should  move  in  Diatonjc  order  as  much  as  possihle, except 
whero  such  order  would  occasion  any  disallowed  progression  in  the  Melody,  in  which  cas  v 
skip  may  he  he  made  to  a  more  distant  Interval  pro\'ided  such  Interval  is  not  a  Discijrd;  a 
skip  may  likewise  he  made  after  a  Cadence,  or  in  orde^  to  prepare  a  Discord;  of  whicl;.  the 
"^STl^^and       Bar  of  the  first  Exercise  afford  examples,  see  *  ,  . 

Imperfect  Concords  in  the  melody  are  preferable  to  Perfect,  as  far  as  they  contrihute^to  .  / 
agreeable  ai*vAllihe  Discords  in  these  Exercises  require     descending^  progression-     '  ^'  ' 
The  sensible  note  (that  is 'the  Major  3'.*in  Dominant.  Harmony)  requires  an  ascending  progre-i 
_sion.    Notes  are  occasionially  given  in  the  Treble  to  regulate  the  progression  of  the  Melody. 

The  numbers  placed  over  particular  Ha:rmonys  refer  the  Student  to  former  Pages  of  this 
wOrk  wherein  such  Harmonys  have  been  particularly  treated  on  . 

Each  Exercise  must  begin  with  a  perfect  Concord  in  the  melody.  The  last  Cadence  of 
every  Exercise  requires  the  8*.**  on  the  Key  note  to  be  used  in  the  melody,  see  the  last  Bar 
of  1*1* Exercise. 


Exercise  I. 


The  Student  may  refer  to  tlie  gfehejal  Index  on  l'a;^e 
^  I  62  for  an  illustration.of  any  Harmony  reqinred  A 

"    1      '        "    ■!  I  '   '        '       '  '  I        '  '  '  '      ■     -'"  '  ■"    '""■I"!"  Ill    I       '■    i  I  J        '••     •  ■  i.— ■       ...I  .1        ■  .  I.ll      .  I     ■   ,  _ 


t 


Adagio 


44 


m 


m 


m 


^  it 


^   It  ■  -6  ^ 


12: 


,4,ff 


6  (S   7  6 


7  7  7, 


6*  6  4^  ^• 
4  2 
2 


Exercise  II 


Adag-io 


C — ^jT 


^  ^4 


4^ 


6  6 
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e 

2 


6  6  l>7 


16 


7  g+l^ 


4f  3  e 


,  o  q  |» 

i'^  1  r 


Adag-io. 


4  3  ^ 


7  4-^ 


4.    6"  ^ 


4-^ 


3 


7  ff 
j2U- 


6" 


l>7 


i 


p 


3 


m 


^  6 
ML 


4  3  6" 


m 


7  6 


i 


3-8 


it  3  e 


5-8 


7  3 


The  Concords  4  and  S  are  always  to  be  written  in  their  perfect  deg-ree,  unless  a  super 
fluous  or  diminished  Character  is  annexed  to  them. 
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The  following"  Exercises  afford  various  Examples  of  Transition. 

Regular  and  Irregtilar. 

All  the  Bass  -notes  without  signiatures  are  either  Harmonics,  or  Transient  notes,  such  as 
have  the  sign  of  Irregular  Transition  over  them  (I)  take  the  Harmony  of  the  Bass  following- 
them,  the  rest  helong  to  the  Harmony  immediately  preceding. 

The  Student  is  directed  to  place  a  +  over  such  Bass -notes  as  move  in  Regular  Transition, 

in  the  manner  exemplified  in  the  first  Bar. 

The  Letter  K  denotes  a  Modulation  into  a  new  Key  by  means  of  a  Dominant  Harmony; 

th 

which  Key  the  Student  is  to  signify,  in  the  manner  exemplified  in  the  ^  .  Bar. 
The  Discord  7  is  frequently  used  without  preparation,  of  which  see  an  Example  at  the  end  of  the  6^ 
Bar. 

An  exception  to  the  general  rule  of  resolution  is  made  by  the  Discord  remaining  stationary,  and 
in  so  doing-  becoming-  a  Concord  to  the  next  Bass;  of  which  see  an  Example  in  the  6^Bar;  various 
other  Licences  are  admitted  in  the  resolution ^of  Discords, which  will  speedily  be  brought  forward. 
,  The  production  of  agreeable  Melody  is  to  be  the  constant  aim  of  the  Student ,therefore  when- 
ever a  skip  contributes  more  to  variety  and  good  Air,  than  a  strict  adherence  to  Diatonic  pro- 
-gression, such  skip  is  performable,  provided  no  disallowed  progression  is  thereby  made. 


Exercise  IV 


3  +  e  ^,6+ 


6    9  6 


1    4<    S  3 


3^1  3  ? 


I  e  39el 


Andante 


K.G.Maj 


P 


3 


m 


K 


7  3 


4 

3 


1     66  3  3 


6 

s  ^ 


1  6  6  6 

i 

4  -  3-  ^  *  ^ 

r  E=  zir  " 

K 

...  ...4-- 

 ■  K 

■'  1 

Exercise  V. 


4-^ 


7  6 
-f-P^ 


6    I  ^6 


1 


3 


f 


4^ 


!  1? 


-4= 


4-3  7|  3 


,6    ^  6,6 

3   3  b^ 


9  3^2^ 


.94 


[i"  -  • .  1 

G  h  76 

—  .  1 

6  6 

i.  t,       r  ' 

2.-;  1  ^  ^ 
4  ^  ■>  ^  1* 

^•■^^  .. 
.„■»  

K 

 7^ 

Exercise  Vi 


^^^^ 


^6 


6  76?  7 


6  6 


f77 


4- 


P 


(i 


i 


m 


a 


^  6  §  i 


^  The  best  method  of  ac^eompariying  a  passage  o^'  successive  6.  is  to  place  the  6  .   in  the 


inVlody.  and  double  the  nVand  then  tfie  6 V  alternately  thus 


th 
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In  strict  Compositions  not  only  successions  of  direct  5*^*and  8*!'*l)y  similar  motion  are 
forbid, but  likewise  such  progressions  of  sounds  as  would  produce  them  were  the  intermedi- 
_ate  space  formed  by  the  extreme  Intervals  of  one  part  filled  up  in  Diatonic  order,  and 
s'^*  if  found  to  exist  in  such  manner  are  said  to  be  Hidden » 

These  progressions  are  most  exceptionable  when  they  are  formed  by  the  extreme  parts  of 
the  Harmony.  . 


Example 


of  a  Prog-ression 


ths 


wherein  is  contained  Hidden  6\ 


ths 


The  Hidden     of  the  former 
Example  made  to  appear  by  fill 
Jng-  up  the  intermediate  space 
between  the  extreme  Intervals. 


Example 


of  a  Progression 


ths^ 

wherein  is  contained  Hidden  8  .  *  ) 


ths 


:    The  Hidden  8.  of  the  former 

■  Examples  raiade  to  appear  by  fill 
-ing"  up  the  intermediate  space 

■  between  the  extreme  Intervals. 


-  Tho  a  succession  of  Perfect  S,  are  disallowed  by  similar  Progression,  Imperfect  .5 .  are 
admissable  in  succession;  an  Imperfect  ^V*  may  likewise  follow  a  Perfect  .sV'but  a  Perfect 

^*^is  not  allowed  to  follow  an  Imperfect,  by  similar  motion, because  were  the  intermediate 
space  .to  be  filled  up  two  Hidden         would  appear  which  the  following*  Examples  will  il- 

-lustrate  ♦ 


Allowed 


Perfect.  Imp. 


m 


ths 


Disallowed  on 


account  of  Hidden  A 


ths 


Im :  Per: 


th 


Tfe«  Hidden  A.  of  the  former 
Illxample  made  to  a^eay  > 


0  —  s- — s- 


Even  the  successive  A  ,  which  are  allowed>^re  better  in  three  or  more  parts,than  in  two,  only, 


'  Ess^iW-  XX. 

On  THE  PROGRESSION  OF  INTERVALS  IN  GENERAL. 


Harriio<ny  is  unlimited  with  respect  to  the  numher  of  parts  in  which  it  may  he.  usedjitmay 
he  in  two,  three,  or  more  ^according-  to  the  style  of  the  piece  or  the  intention  of  the  Com - 
-poser, which  the  following-  Examples  will  illustrate. 

FOUR  PARTS 


TWO  PARTS 


THREE  PARTS 


i 


i 


0—& 


i 


m 


i 


i 


ths 


ths 


Tho  following"  5.  and  8,  are  forbid  in  the  same  part,  yet  thisy  are  not  disallowed  when  in 
different  parts. 

ALLOWED 


DISALLOWED 


i 


DISALLOWED 


ALLOWED. 


i 


IS  i 


This  Exercise  contains  a  variety  of  false  Pro_ 

_g-ression&  of  4'^!and  8*1**  in  the  same  part . 

8  8    8  8             -  -    AS  AS 
 XE^ 


oxs: 


13:; 


XI 


The  Student  is  here  required  to  correct 
the  faults  of  the  former  Example. 


3^ 


13 


33: 


f 


8  8 


8  8 


13 


23 


EE 


8  8 


ii 


<3 


o- 


i3 


-€>- 


6  6 


6    6  6  6 


6  6 


6  6 


X2 


6    6  6  6 


6  6 


when  the  Harmony  consists  of  .more  than  four  parts  the  prog^ression  of  the  interior  parts 
is  not  so  strictly  limited .     :  ,  -  /  -  ' 

Supces'sive^  4*^*^by  similar  motion  are  disallowed  in  two  parts,  onaccount  of  their  disag;ree^ 
-ahle  effect,  but  are  not~objected  to  in  three,  or  more  parts.  . 

False  Relations 


'Three  Parts 

"■  4-4  4;  4- 


^  Tho  ParIt^ 
4   4  4  44 


The  former*  Example     .  ^  ^^^^ 

^  J    L    I  An  Excjeftion 

corrected  hr^fe 


f  False  Relations  are  likewise  to  be  avoided ithe  disallowance  so  denominated,  arises  froni- 
making  the  same  note  natural  in  one  part  of  the  Harmony,  and  Sharp  or  Flat  in  another  part, 
,  ^either  tog-ether  or  in  immediate  succession,  as  illustrated  in  the  above  Example,this  restricti- 
^.  on  only  applies  to  essential  Harmony,  Transient  Intervals  of  such  description  being-  an  excep_ 

V  J  ion,  which  see  above  at  _1  * 

*     The  Progression  of  Intervals  is  reg-ulated  m  two'  ways,  first  according-  to  the  fiatxrfe  of 
i  the  Intervals  themselves,  secondly,  according  to  the  num-ber  of  parts  of  which  the  Harmony 
consists.    The  following  Rules  shew  what  Intervals  are  required  to  aseend,what to  descend, 
/  iiind  what  are  unlimited  in  their  progression. 

^  An  Example  of  the  regular  'Progression  of  the  Intervals  cpntained  in  Dom;  Harmony  Double 
I   .  Compound. 


6  j-Unlimited . 

^ '-This  Interval  must  ascen 


nd- 


G  Ro  ot)leads  to  the  Harmony  of  the  Key  5 


b9|This  Interval  must  descepd 


l?7)This  Interval  must  descend 


9 

:^y  the  above  Rule  not  only  . the  original  Interval  of  this  Harmony  is  regulated,  but  like  _ 
_wise  all  those  which  are  derived  from  it  by  Inversion, as  follows  . 


The  4.^ 


The  X2"^ 


must  ascend 
must  ascend 


The  t»b7^Xmust  descend  _1 
The  b^*?imust  descend  — 


:  Should  the  ^^.'^  in  the  Dom;  Harmony,  be  rendered  Imperfect  in  a  way  of  Transition  (which  it 
(  frequently  is.thus  ^  a  bbs'l*  and  xe*.**  will  be  then  contained  therein.  , 


The  bbs  niust  descend 


m 


The  xe***  must  as 


,  ^  AIT  pisc'or^sj  bi'"^^^^  must  ascend,<;fei^escend,  according  as  the  Ii^ervals  they  str^ - 

i-pend  are  abave  <>r  bfeliiw.;-  "  '  ,  -    -..  v '  ' 

Such  Intervals'as  are.  not  found  in  the  above  Ex  arm  pie  maybe  regulated  by  the  follovv  jnr^ 
Ge  neral  Rule.      yVl,l,  nJ^pr  soiinds' should  asceniffj^lMift'^m         descends  ,  . 
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LICENCES  admitted  in  the  PROGRESSION  of  HARMONY 


Certain  Licences  are  allowed  in  Composition  in  reg-ard  to  the  Preparation  and  Resolution 
of  Discords,  which  form  exceptions  to  some  of  the  foreg-oing-  rules. 

JLICENCE  L  A  Discord  2.  The  Discord  of  one  -   3  The  Bass  may  take  that  note  6n 

note  may  be  converted       which  the  Discord  should  resolve 'in 
into  that  of  another  be_     the  upper  part, in  which  cas«  sucih 
-fore  it  Resolves.  Discord  is  permitted  to  take  an  irre_ 

g-ular  Pr.ogre;^sion|  j 


may  ascend  to  a  branch  of 
its  Harmony  before  it  de_, 
-scends  for  its  Resolution. 


t4=^ 

m 

• 

-c 

4;  The  Gferieral  Rule  requires  Discords 
to  be  Prepared,  and  Resolved  in  the  same 
part,yet  a  Discord  ihay  sometimes  be 
transferred  from  one  part  of  the  Har_ 
j_mony  to  another,  before  it  resolves. 


r6  .The.  Dom*.HarT is  not  only  per- 
_mitted  tp  be  used  in  all  its  various 
forms  without  Preparation, but  is 
allowed  to  stand  in  the  place  of  a 
Concord  and  prepare  a  succeeding- 


Discard. 


'J 

A.  A  Discord  may  moye  to 
various  parts  of  its  Harmony 
before  it  resolves 


6  4-3 


7.  A  Disc  ord  may  rem  ain 
stationary  and  in  so  doing- 
form  a  Concord  in  the  next 
Harmony. 


8  For  the  sake  of  a  Chromatic 
Progression  such  Inteifvals  as 
should  descend, are  perVnitted 
to  ascend,  and  such  as  should 
ascend,to  descend  . 


^.he  Discord  7  is  in  many  cases  permitted  to  be  used  without  Preparation .  . 


On  the  DisTmButtoN  of  intervals  in  two,  th«^ee,fq.ur  or, more  parts. 

It  is  obvious  that  -when  HarmonyS' are  only  used  in  two  parts  every  Harrpony  is  incomplete, 
when  in  three  parts  that  TMa^s  may  be  complete  but  that  Compound  Harmonys  mustbeineom- 
^p-lete, but  that  when  in  four,  or  more  reg-ular  parts  every  Harmony  may  not  only  be  complete, 
,but  that  the  Triads  must  haVe'  some  one  or  more  of  their  Intervals  'doubled,this  will  be  fur- 
ther illustrated  by  the  following"  Examples. 


-0- 

<"> 

^-0- 

6 
4 

6  , 

6 

S 

-&- 

-0- 

3  &^  Root  ^\"Ro.&^  6\ 


Root  Boot 


-4- 

1  - 

[~&- 

4.) 

.  1. 
6 

6 

O 

§ 

o 

-0- 

O 

"CT 

t  

The,  figures  and  the  word  Root  placed  under  the  Bass  notes  of  the  T.  Example  shew wlj^^t 
part  of  the  Harmony  is  omitted.      In  the  2"*^  tix'ample  are  seen  two  Compound  Harmonys 
in  each  of  which  the  Root  rs  omitted.    In  the  3^**  Example  the  fig-ures  shew  what  Intervals 
are  doubled,  .  « 

To  £i,fft)rd  the  Student  further  assistance  in  the  well  reg-ulatihg  of  Harmony  in  two,  three 
foui*  or  niore  parts, the  following-  directions  ai:e  subjoined,  which  point  out  what  parts  of  a 
Harmony  may  be  doubled  and  what  omitted  when  circumstance;^  prevent  the  use  of  them  in 
a  complete  form. 


HARMONIC  TRIAD 
.  A  may  be  doubled 
3  may  be  doubled 
Root  may  be  doxrbled 


DOMINANT  HARMONY  IMPERFECT  COMPOUND  HARMONY 


should  notbe  omitted 

t5  may  be  doubled 
^should  neither  be  omit_ 
-ted  nor  doubled 

Root  may  be  doubled 


b 7  should  not  be  omitted 

S  may  be  doubled. 
bs  (may  be  doubled 
(may  ascend 

Root'  may  be  doubled. 


It  is  to  be  observed  that  such  Intervals  as  claim  an  absolute  Progression  must  notbe  doub_ 
.led,  as  the  so  doing  would  occasion  two  8*!**  and  that  when  a  sound  iinlimited  in  its  pr.og-res_ 


.siop  is  doubled,  its  duplicate  Kjmst  take  a  different  direction  . 
^   Transient  Intervals  must  hot  be  doubled  i 
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A  further  illustration  of  Harmonies  arising*    from  Anticipation 

Anticipation  (as  has  been  already  observed  on  Page  87)  arises  by  introducing 
Harmony  a  part  of  the  succeeding. 


on  one 


VARIOUS  EXAMPLES  of  ANTICIPATION. 


Anticipation  of  the  3*".^&     of  the 

Dominant  on  the  Harmony  of  the  Key. 


7—3 

-€  O- 

9—3 

— c 

9—8 

 d 

— c 
— c 

— d — U- 

Double  Anticipations  of  the  Harmony 
of  the  Key  on  the  Dominant. 


9  —  8 
7  —  6 


i 


7—3 
9 — 8 


i 


Triple  Anticipations  of  the  Key 

On  the  Dominant. 


1"  c 

-9  C 

9  —  i 
6 — 
4  —  £ 

1 

-i  — 

4- 

ir^ 

7—6 
9 — 8 

4—3 
9  —  8 
7—6 

h 

c 

I) 

C 

 C 

T 

Anticipations  in  the  Bass. 


1^ 


Single 


>■)••  1  -I 


Double 


Triple 


i 


Examples  of  various  Suspensions  and  Anticipations  of  Harmony. 


JJ  4 

JJJI 

7  6 

9-8 

6-6  4 

— C 

-3 

— a 

4-3 

c  

5^  2  3 

...  C 

4-3 

6  J  b7 

...c  \ — 

1  1  si — 1 

\yt  s 

6  ^ 
4  ^ 

— C 

■-C 

; 
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Various  Exercises  on  the  Accompaniment  of  the  Major  and  Minor  Scales,in  Avhich 
all  the  former  Harmonys  are  further  exemplified. 

These  E  XerClSeS  are  to  he  filled  up  according-  to  the  rules  hefore  g-iven  in  the 
manner  of  the  3^.^  Example  oh  Pag-e  9,9.. 

A  Diatonic  Prog'ression  in  the  melody  is  to  he  preferred, tho  a  skip  may  occa_ 
sionally  he  made  in  order  to  prepare  a  Discord. 

If  necefsary,  the  melody  may  occasionally  descend  helow  the  s"*.^  Trehle,  and  the  2^.  Tre. 
hie  helow  the 

The  same  note  (or  Unison)  may  occasionally  he  used  in  two  different  Parts. 


*  Melody. 


m 


2".^  treble 


Harn:  onic 


rebi 


-O- 


Root<» 

m 


32: 


Bass! 


xr 


-0- 


u: 


XT 


jCL 


jq: 


I 


4,-3  4-S  9-8  43   9    k  S    7  9  8 
b7  7  bf 


In  this  Exercise  the  Pre^Susp"  and  Resold 


1 — ^ — 

h 

f — 

— \ — 

r 

-OH 

■,74.,:^ 

— 1 

-&- 

n  



it 

7  ^ 

6  b6 

4  3 

9  8 

7 

6  b3 

4  3 

m— 

.  As  in  applying  tlie  Signatures  in  these  Exercises  the  Student  may  sometimes  be  at  a  lofs  how  to  distingtrish 
'  the  Interval  9  from  that  of  the  2".^  it  will  be  necefsary  in  such  case  to  regulate  the  Signatures  in  question  by 
.'  the  following  riile^  When  this  Interval  is  found  in  its  lowest  denomination ,  (that  is  in  the  relation  ofaTone 
or  Semitone  to  the  Bass)  it  is  always  treated  as  a  2*?*^  so  likewise  when  it  is  a  Suspension-r%f  the  3*^**  or  when 
it  arises  from  an  Inversion  of  the  Compound  Dominant  Harmony.  But  when  it  is  a  Suspension  of  the  8  Or 
the  extreme  Interval  of  Double  Compound  Harmony  it  is  treated  as  a  9.  this  distinction  wll  be  further  eluci- 
dated by  the   following  Examples. 


The  Desceiiding' Major  Scale.  The  Ascending*  Minor  Scale. 


Descending"  Minor  Scales. 


H 

h — 
f— 

)  

, 

i 

1 

F 

-rr 

-0- 

A  6 

7  8 

i  6. 

«  4 

O 

4  3 

^6 

'7 

6 

7  ^ 

4 

,9  8 
3 

9  8 

q_  

|_  
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The  following  Examples  were  written  by  a  late  eminent  clafsical  Composer, by  put, 
ting  of  which  into  diftinct  and  reg"ular  parts, the  Student  may  make  further  ii^aproye- 
ment . 


s 


i 


-0- 


3ZJ: 


X2: 


33: 


S    6         7  6 


6    6  7     6  7      6  7  6 


-0^ 

0 

-^-Q — q~ 

J.  e  1 

— H- 

 ©  

I — "^"^ — 

.■ 

6  6 

.7 

6  ^ 

6 

,76 

- — 0  

7  6 

LI  I'  R  H 


'—r — ^ 


6       6  6 


I 


 r 

fH=i 

1 

-  6 

-J — 1 — — 
6%H 

^  6 

^^^^^^ 


i 


€1— ^ 


6   §^   6  \6 


6 
4+ 


7  6  -  7  6 


434 


i 


5i 


Hi 


4^ 


1^ 


7  6  6  7  6  6  7  6  6         9  8  7  ^15^ 


6  6 


I 


] 


